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The Gradual of King Matthias is one of the 
most problematic manuscripts associated with 
King Matthias I of Hungary (Matthias Corvinus, 
1458–1490).2 (Fig. 1) Although researchers have 
repeatedly examined the work for over a hun-
dred years, with a minor monograph – focusing 
mostly on matters of iconography – published by 
Erzsébet Soltész in 1980,3 and a university dis-
sertation written on it by Júlia Csejdy in 1994,4 
a number of questions remain unresolved, in 
particular concerning the circumstances of its 
creation (when and where it was made, and the 
origin of the person – or persons – who made it). 
Two opinions have crystallised in the literature 
on the work: the Flemish-style miniatures, which 
make up the majority of the decoration, are 
regarded either as French or Flemish imports, 
or as copies produced in Buda after a Flemish 
model, although the idea has also been raised 
that a Flemish illuminator may have been active 
in Buda.5
The idea of a French origin was initially 
proposed by Elemér Varjú, the first to conduct 
a deeper examination of the manuscript. In 
addition to the style of the miniatures, this was 
implied on the one hand by the blue drapery with 
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Fig. 1. Frontispiece, Gradual of King Matthias, 1480s;  
Budapest, National Széchényi Library, Department of Manuscripts, Cod. lat. 424, fol. 3r
 THE GRADUAL OF KING MATTHIAS 25
Acta Hist. Art., Tom. 57, 2016
golden fleurs-de-lis, referring to the French king 
(Figs. 2–3), and on the other hand by the struc-
tural peculiarity, deemed to be a French custom, 
of the Gradual beginning with the Easter celebra-
tions.6 He was also the first to suggest that the 
manuscript had been received by Matthias as a 
gift from the French king, ostensibly at the time 
of the visit to France in 1487 by Matthias’s envoy, 
János (John) Filipec, Bishop of Várad (Oradea, 
Romania) (1431–1509).7 Taking the idea of the 
envoy’s visit of 1487 even further, Ilona Berkovits 
and later Erzsébet Soltész both argued that the 
manuscript may have been made in France.8 The 
origin of the illuminator was revised from French 
to Flemish by André de Hevesy and Jean Porcher.9
The possibility that the entire manuscript 
had been illuminated in Buda was raised by 
Edith Hoffmann, who regarded the miniatures, 
by virtue of their poorer quality, as copies of 
Flemish models actually made in Hungary, and 
she was joined in this opinion by Hermann Julius 
Hermann, who referred to its similarity to the 
Vatican Missal, which was certainly illuminated 
in Buda.10 Kilián Szigeti, who supported the idea 
of the miniatures being copies, argued that the 
creation of the Gradual may have had some con-
Fig. 2. Initial ‘A’ / Water of Life, Gradual of King Matthias, 1480s;  
Budapest, National Széchényi Library, Department of Manuscripts, Cod. lat. 424, fol. 10r
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nection to Franciscan monks in Hungary, basing 
this opinion mainly on its script and the man-
uscript’s liturgical peculiarity in following the 
practice of the Curia Romana.11 He first identi-
fied it as a gift from Matthias to some Franciscan 
community, and later, taking into account other 
liturgical books of Matthias that followed the use 
of Rome, as a choir book made for the chapel 
in Buda Castle.12 Following Szigeti, Jolán Balogh 
also defined the manuscript as a work made in 
Buda after Franco-Flemish models.13
A powerful argument in support of Buda as 
the place of creation, marking a turning point in 
research into the Gradual, was put forward by 
Hinrich Sieveking, who, in his 1986 monograph 
on the Master of the Wolfgang Missal, attributed 
the frontispiece miniature of an incunabulum in 
the library of Klosterneuburg Abbey (Cod. Typ. 
814; Fig. 29) to the illuminator of the Gradual, 
and proposed that the illuminator had arrived 
in Vienna from Buda, as part of King Matthias’s 
entourage, after the occupation of the city in 
1485.14 Sieveking’s proposal was taken up by 
Franz-Joachim Verspohl in the paper he pub-
lished in 2000, in which, with reference to Jolán 
Balogh, he defined the illuminator of the Grad-
ual as a master working in Buda after Franco-
Flemish models, and attempted to support this 
view by identifying details of pictures that refer 
to King Matthias or Buda.15
As a result of Sieveking’s attribution, the the-
ory that the Gradual was made in Buda seems 
Fig. 3. Initial ‘I’ / Worship of God, Gradual of King Matthias, 1480s;  
Budapest, National Széchényi Library, Department of Manuscripts, Cod. lat. 424, fol. 37r
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to have taken firm root, and there are several 
recent publications that unquestioningly assert 
it was made in Buda,16 to which in most cases 
there is an almost automatic connection with the 
theory, originating from Edith Hoffmann, that 
the miniatures were copies, or that they at least 
imitated some now unknown models.17 The two 
ideas, however, are not to any extent mutually 
linked, so even if it was made in Buda, this does 
not rule out the possibility that the decoration in 
the Gradual may have been a work of originality 
invented by a Flemish master.18
This direction is indicated by a few sugges-
tions for attributions that have a bearing on the 
Gradual that have appeared in recent foreign 
publications dealing with Flemish manuscript 
painting, which have so far, it would appear, 
evaded the attention of researchers in Hungary. 
One aim of this paper is to take the conclusions 
from these publications which have not yet been 
dealt with in connection with the Gradual, and 
to include them in the discourse on the creation 
of the Budapest manuscript; the other is to carry 
out a systematic re-evaluation of previous stand-
points and principles, relying also on my own 
observations.
I begin with an assessment of the attributions 
proposed by foreign researchers and a detailed 
analysis of them from a stylistic point of view, fol-
lowed by localisation of the Flemish illuminator’s 
activity in the Netherlands, with reliance placed 
on the recommendations made in the literature, 
together with additional remarks and a new attri-
bution. The paper also, naturally, deals with the 
Klosterneuburg incunabulum whose frontispiece 
is associated with the Master of the Gradual, which 
has hitherto provided the main argument in favour 
of the Gradual having been made in Buda. A fur-
ther important aspect of analysis is the script of the 
codex, which has not been substantially examined 
since the disputed findings of Kilián Szigeti were 
published in the 1960s, even though this is a cru-
cial question when trying to uncover the circum-
stances of the work’s creation. The examination of 
the script also shines a certain amount of new light 
on the only Northern Italian miniature in the man-
uscript. The picture that has emerged so far about 
the Gradual of King Matthias is reconsidered in 
this paper mostly in terms of stylistic observations, 
and matters of heraldry and iconography are only 
touched upon when this is essential in order to 
obtain a fuller understanding of the problem.
THE FLEMISH ILLUMINATOR
Among Hungarian researchers, those who sought 
the illuminator of the Gradual in France or the 
Netherlands managed to make a few recom-
mendations concerning the master’s origins, but 
apart from a few hesitant attempts to examine 
questions of style, they were unable to make too 
much progress. Erzsébet Soltész believed – pri-
marily on the basis of the iconographic similarity 
between the frontispiece (Fig. 1) and the image of 
the Resurrection in the Psalter of Jeanne de Laval 
(1433–1498) – that the manuscript “may have 
been made in the northern half of France – prob-
ably around Angers,” which continued with the 
idea put forward by Ilona Berkovits.19 Neverthe-
less, the composition, which condenses several 
scenes together, does not establish a solid enough 
link of commonality on which to base a specific 
localisation, even taking into consideration the 
unique iconographic type of Peter emerging from 
the tomb and meeting the risen Christ. Further-
more, Angers, some 300 km to the south-west of 
Paris, can only loosely be regarded as northern 
France.20
A slightly more precise localisation was 
attempted in 1994 in the dissertation written 
by Júlia Csejdy, who, from the starting point 
of another iconographic similarity, placed the 
origins of the illuminator of the Gradual to the 
Ut recht region, and the workshop, or its close 
environment, of the masters who illuminated the 
Bible of Evert van Zoudenbalch (1423–1503).21 
The similarity between the composition of the 
Last Judgment painted in a Book of Hours kept in 
Brussels and the miniature on the same theme in 
the Budapest manuscript (Fig. 4) does indeed pro-
vide food for thought. Nevertheless, depictions of 
the Last Judgment in which the Heavenly Jerusa-
lem is on the iconographical right beneath Christ, 
and Hell on the left, is not a picture type that was 
exclusive to the northern part of the Netherlands, 
for examples can also be found from the south-
ern part, such as Hans Memling’s panel painting 
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in Gdansk, and in a Book of Hours from Bruges 
and another of Cambrai or Tournai, both dated 
to the 1470s or 1480s.22
Csejdy’s arguments are based not only on 
iconographic similarity but also on stylistic com-
parisons, although these appear to be less con-
vincing. The perspective in the rooms made by 
the illuminator of Utrecht is more determined 
than that in the interiors of the Gradual, and 
instead of the conical cliffs with drawn demarca-
tions that are so typical of the master of the choir 
book, the landscapes are characterised by for-
mations that combine grassy slopes with steep, 
layered, craggy surfaces that are modelled with 
patches of colour. The faces are also of different 
types. This is particularly obvious in the case of 
more misshapen, grotesque figures. The master 
of the Bible of Evert van Zoudenbalch produced 
more rounded clean-shaven faces, with rather 
globe-shaped skulls, and often retroussé noses, 
while there is a complete absence of figures fixed 
in caricature-like poses, with pointed chins, and 
heads protruding further forwards above their 
shoulders, which are characteristic of the Grad-
ual.23 (Figs. 3, 32)
Foreign research that took a greater overview 
of Flemish manuscripts has never focused on 
the Gradual, but through examinations of other 
works, a group of related manuscripts has come 
about which may be used to make a more accu-
Fig. 4. Initial ‘U’ / The Last Judgment, Gradual of King Matthias, 1480s;  
Budapest, National Széchényi Library, Department of Manuscripts, Cod. lat. 424, fol. 14r
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rate localisation of the origins of the illuminator. 
First of all, Sandra Hindman, in the catalogue 
of the manuscripts and illuminated pages in 
the collection of Robert Lehman of 1997, pro-
posed noteworthy stylistic relationships for the 
Gradual of King Matthias.24 A miniature depict-
ing Christ’s entry into Jerusalem, cut out of an 
evangeliary and now in the Lehman collection 
(Fig. 19), was connected by Hindman with two 
further leafs which, in her opinion, originated 
from the same book,25 and with two additional 
manuscripts in addition to the Budapest Grad-
ual: the Bible historiale in the Beinecke Library 
in New Haven (ms. 129)26 and a two-volume Cité 
de Dieu manuscript now kept in Turin (vol. 1, 
BNU L I 6 and vol. 2, AST Jb. III. 1227). The 
latter two manuscripts were already attributed to 
the same master in 1984 by Barbara A. Shailor, 
relying on the information provided by James 
Marrow and Anne van Buren.28 The group that 
was thus formed was classified under the conven-
tional name of the “Master of the Turin Augus-
tine,”29 although the stylistic homogeneity is not 
of a sufficiently high degree to warrant regarding 
these manuscripts as all the work of a single mas-
ter. Determining the closer or looser connections 
among them, and evaluating possible further 
attributions, will require more detailed stylistic 
analysis, which has only partially been carried 
out by researchers so far.
The Master of the Turin Augustine
The core of the group attributed to the Master of 
the Turin Augustine consists, not only in terms of 
the history of research, but also in terms of style, 
of the manuscripts in Turin and New Haven. It 
is therefore worthwhile first examining the con-
nections they have with each other and with the 
Gradual of King Matthias.
Similarities may be observed among the 
miniatures of the Cité de Dieu and the Bible his-
toriale in the formation of the landscapes that 
serve as the setting or background to the majority 
of scenes. Beneath a raised horizon, a strongly 
divided, varied landscape emerges with clumps 
of trees, roads, rivers and cliffs, but they do not 
converge into a realistic, coherent space – this is 
also prevented in several places by the inconsis-
tent alterations in the sizes of the trees (e.g. Bei-
necke 129, vol. 2, 142r) –, and there is often no 
integration between different parts of the scen-
ery. The figures are also inserted disjointedly into 
the landscape, and the scenes are often crowded 
into the foreground, which is commonly crowded 
with tufts of grass and stones. The lack of assur-
ance in handling space is even more striking in 
the case of buildings and interiors, which are rich 
in varied detail, but pay no heed to the rules of 
perspective, with different spaces, internal and 
external, connected together clumsily. This is evi-
dent in the scene of the Presentation of Samuel 
in the Bible historiale, where the ogee arch above 
the diagonally placed steps has been drawn face-
on (Fig. 5), while a similar anomaly between a 
throne and its baldachin can also be seen in one 
of the illustrations in the Cité de Dieu. (Fig. 6)
The relationship between the Turin and New 
Haven manuscripts and the Gradual is most 
apparent in these respects. The architectural 
constructions in the choir book are also intricate, 
complex and imaginative, and the master has 
paid even greater attention to detail, but the rules 
of perspective are still completely ignored, the 
connections between different parts of the build-
ings and different spaces are still haphazard, 
and the transitions between inside and outside 
are often quite indistinct. It is enough simply to 
compare the cities and chateaus of the Gradual 
(Figs. 1, 9, 11), and its interiors (Figs. 3, 7), with 
the buildings visible on fol. 239r of the first vol-
ume and fol. 208r of the second volume of the 
Cité de Dieu (Figs. 8, 10), with the scene of the 
Presentation of Samuel in the Bible historiale 
(Fig. 5), and with the view of Jerusalem in the 
background of the miniature depicting Jeremiah 
deep in thought (vol. 2, fol. 285v). Even the rel-
atively simple block shapes of objects as altars, 
tables and benches are inexpertly formed, with 
the illustrator using inverse perspective in several 
places (BNU L I 6, fol. 293v [Fig. 6]; OSZK Cod. 
lat. 424, fols. 127v, 197r).
A similarity is also discernible in the for-
mation of the scenery, which is still strongly 
divided due to the diversity and multiplicity of 
the strange, conical cliff formations, mountains, 
roads, rivers and trees. While the winding rivers 
and roads often lead the viewer’s eye deep into 
the pictorial space, linking the different layers 
of space together, the confused muddle of land-
scape elements remains prominent, and in most 
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cases there is no sense of spatial unity, not even 
in the Gradual. Undoubtedly, in the Budapest 
choir book, all these elements are presented in 
greater detail and variety, and are more care-
fully executed. In the other two manuscripts, the 
atmospheric effects (such as rain), the clouds and 
the heavenly phenomena are not conveyed with 
the same refinement of rich colour that makes 
certain miniatures in the Gradual (fols. 10r, 17v, 
45r and 90r; Figs. 2, 30) so appealing. A certain 
amount of progress can also be detected in the 
miniatures of the Gradual with regard to the 
relationship between the figures and the space 
they occupy, with some figures now also appear-
ing in the mid-ground as well as the foreground. 
Nevertheless, they are rarely integrally incorpo-
rated into the landscape, and the scenes seem 
to be played out one on top of the other, rather 
than one behind the other. The figures are often 
disproportionate to their environment, and they 
do not always diminish consistently in size the 
further away they are portrayed (e.g. the soldiers 
Fig. 5. Presentation of Samuel in the Temple, Petrus Comestor: Bible historiale, 1465–1470;  
New Haven, Beinecke Rare Book and Manuscript Library, Yale University, ms. 129, vol. 1, fol. 196r
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in the background of fol. 95r are the same size 
as the figures in the mid-ground; [Fig. 11]). The 
spatial relationship between the figures is also 
sometimes confusing: the kneeling monk on fol. 
37r seems to be further forward than the figure 
in blue, yet his raised arm half covers the palm of 
the person in blue. (Fig. 3)
With regard to the figures and physiognomic 
types, there are several close points of similarity 
between the Turin and the New Haven manu-
scripts. In the case of young, clean-shaven men 
shown in three-quarter profile, in both manu-
scripts they typically have slightly extended 
heads, long, straight noses connected to arched 
eyebrows, straight upper lips paired with thicker 
(in several places, dot-like) lower lips, and tufts 
of hair protruding on both sides. The physiogno-
mies of the young men in two scenes in the Bible 
historiale (Presentation of Samuel and Death of 
Tobias) are therefore remarkably close in appear-
ance to Romulus and to the figure brandish-
ing a broken lance from the Turin manuscript. 
(Fig. 12) A further close similarity can be seen in 
the oval faces of the angels, with the curving line 
of the forehead and hair, the rich mass of hair on 
the sides, and the upright, flame-like locks of hair 
at the middle of the forehead. (Figs. 27, 28) The 
female figures are also closely related: the face of 
Judith in the Bible historiale and those of Saints 
Catherine and Barbara in the Cité de Dieu are 
representatives of the very same type. (Fig. 13)
When comparing the figures in the Turin 
and New Haven manuscripts with those in the 
Gradual, although similarities can be found, they 
are not so closely matched as those described in 
the preceding paragraph. The former do not 
have the same distinctive figures stiffened into 
grotesque poses, that are found in the choir 
book, whose heads are pushed further forward 
from their shoulders, with stooped backs, and 
chins raised, sometimes at right angles. Although 
this posture often appears in situations that 
demand that the figures pray or look up to the 
sky, the illuminator also portrayed figures in this 
way in other contexts as well, where there seems 
to be no justification for doing so: examples are 
the goldsmith and soldier of fol. 103r (Fig. 32), 
the figures in the procession on fol. 69v, and the 
knight in golden armour on fol. 95r. (Fig. 11) 
There is also significant dissimilarity between the 
neckless figures of the Bible historiale, with their 
large, bulbous noses and their heads sunk close 
to their shoulders, and the figures in the Gradual 
with their protruding necks and their thinner, 
smaller noses.30
The secondary decoration brings the threads 
connecting the Cité de Dieu and the Bible histo-
riale even closer: several miniatures in the Cité 
de Dieu and the scenes from Genesis in the New 
Haven manuscript are framed by very similar 
gold tendrils on a red base.31 (Figs. 6, 8, 17) By 
contrast, the secondary decoration of the Gradual 
bears no relationship with the two earlier manu-
scripts: in those there is no trace of the ornamenta-
tion of the large initials in the Gradual, nor of the 
frontispiece’s illusionistic marginal decoration. It 
must be noted, however, that the bordures in the 
Turin manuscript also differ from those in the 
New Haven volumes. The stout, densely dentate 
acanthuses of the latter are completely different 
from the ribbon-thin, barely toothed leaves in the 
Cité de Dieu. (Fig. 14) Details that would enable 
a comparison of the large initials are incidentally 
absent from the latter manuscripts. This does not 
necessarily imply, however, that the master who 
painted the miniatures was not the same person, 
for the task of decorating the margins was often 
allocated to a different illuminator from the per-
son making the illustrations.32
When evaluating and interpreting the differ-
ences and similarities between the Gradual, on 
the one hand, and the Turin and New Haven 
manuscripts on the other, two further factors must 
be borne in mind: the stylistic differences within 
each individual manuscript, and the dating of the 
manuscripts in comparison with each other. The 
Flemish cycle in the Gradual has been regarded 
repeatedly by different scholars as the work of 
more than one illuminator.33 The untenability of 
this argument from both the stylistic and practi-
cal points of view is discussed later in this paper, 
once we are in possession of the lessons that can 
be deduced from a more precise localisation of 
where the Gradual was made. The decoration of 
the Cité de Dieu seems to be uniform, and can be 
attributed to a single master. By contrast, the min-
iatures of the Bible historiale appear remarkably 
heterogeneous: Shailor distinguished between 
two illuminators, the master and his assistant, 
assigning the first volume to the former and the 
second to the latter.34 Komada identified the dif-
ferences at the level of the ornamental decoration, 
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and indeed, the bordures in the two volumes devi-
ate not only in the fact that in the first volume, the 
miniatures are separated from the margin by a 
thin bar that protrudes from the initial, but also 
in the shapes of the details.35 Whereas the first 
volume features twisting, fleshy acanthuses with 
dense dentation picked out in dark blue and gold, 
in the second volume they are thinner, the leaves 
are rarer and more casually scalloped, and in 
addition to a lighter blue and gold, there are also 
additions in pink and green. (Fig. 14)
Stylistic differences can also be detected in 
the miniatures, but these seem, to me at least, 
not to be separable according to each volume. In 
the first volume, the scenes of Joseph Sold by his 
Brothers (Fig. 15), Moses and the Israelites (fol. 
63r) and the Execution of a Soldier (fol. 217v) are 
closely related. They are linked by the rounded 
faces, the thick, broad lower lips, the regularly 
arranged lines that suggest locks of hair, the dra-
pery, modelled with parallel diagonal lines, and 
– in the case of the latter two illustrations – the 
more robust buildings in the background. The 
medallion of The Creation of Eve (Fig. 17) can 
also be classified with this group. The miniature 
depicting the Presentation of Samuel (Fig. 5) is 
less closely related, in terms of figural style, as 
are the figures in the Sacrificial Scene (fol. 101r): 
the faces are more extended, there are no lines 
indicating locks of hair, the figures’ upper lips, 
drawn from a single line, are paired with smaller, 
dot-like lower lips, and the drapery is also han-
dled differently. These miniatures bear a much 
closer resemblance to certain scenes in the sec-
ond volume: the Death of Tobias (Fig. 16), the 
Birth of Saint John the Baptist (fol. 153v), and 
Saint John Drinking from the Poisoned Chalice 
(fol. 289v). Moreover, the connection between the 
Fig. 6. Samuel, Saul and King David, Saint Augustine: Cité de Dieu, vol. 2, c. 1466;  
Turin, Archivio di Stato di Torino, ms. Jb. III. 12, fol. 174r
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other miniatures in the two volumes is close: the 
same chubby faces, for example, can be picked 
out of the crowds in the scenes of Moses with the 
Ten Commandments (vol. 1, 142v) and Esther 
before Ahasuerus (vol. 2, 84v). The different mar-
ginal decoration and the slightly more negligent 
execution of the second volume may indeed be 
explained by the collaboration of an assistant, 
who made serious attempts to come close to the 
miniatures in the first volume, although the dif-
ferences in quality may also be ascribed to greater 
haste. At the same time, the stylistic differences 
outlined above provide further justification for 
inferring that two hands were at work in the first 
volume. Of the two, the one who painted, among 
other scenes, the Presentation of Samuel (Fig. 5), 
appears to be identical to the master of the Turin 
Cité de Dieu. The difference between the illumi-
nator of the Turin manuscript and the other hand 
are most apparent in the scenes of The Creation 
of Eve. (Figs. 17–18) In the latter, the figures of 
Adam and Eve deviate from the figures in the 
Turin manuscript not only with their rounded, 
short-nosed faces, but also in the way their naked 
bodies are formed: in the Bible historiale the skin 
colour is more brownish, the modelling is more 
distinct, and Eve’s significantly protruding belly 
is absent from the Turin manuscript.
Fig. 7. Initial ‘E’ / King David Praying to Christ, Gradual of King Matthias, 1480s;  
Budapest, National Széchényi Library, Department of Manuscripts, Cod. lat. 424, fol. 58r
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To move on to the dating of the manuscripts, 
by virtue of the joint coat of arms of King Mat-
thias and Queen Beatrice of Aragon that appears 
on the frontispiece, the Gradual is dated to later 
than 1476, usually to sometime in the 1480s.36 
The copying of the manuscript of Saint Augus-
tine in Turin was completed, according to the col-
ophons, by the scribe Jean du Quesne in 1466, 
and the decoration can therefore be estimated to 
1466–1467.37 Based on the close stylistic similar-
ity, Akiko Komada has dated the Bible histori-
ale to approximately the same period, around 
1465–1470. In Komada’s view, another Bible 
historiale, manuscript 312 in the Bibliothèque 
Mazarine, Paris, provides a starting point for the 
date, partly because its content and text are so 
similar to the New Haven manuscript that it was 
presumably copied from the Paris manuscript, 
and partly because the two copies are so obviously 
similar in their iconography that the Mazarine 
312 must have served as a direct model for the 
Beinecke manusript.38 Komada therefore places 
the terminus ante quem for the New Haven Bible 
historiale at 1469, which is when the erstwhile 
owner of Mazarine 312, Antoine de Crèvecoeur, 
a nobleman from Artois, entered the service of 
the King of France, because after this date, the 
model would no longer have been accessible 
in the Netherlands.39 This argument, however, 
can only be accepted with certain reservations, 
because there is no evidence that proves the book 
was moved from the Netherlands at that time. 
Despite the uncertainties surrounding dating, it 
can be stated that the Gradual was made at least 
Fig. 8. Pope and Emperor, Saint Augustine: Cité de Dieu, vol. 1, c. 1466;  
Turin, Biblioteca Nazionale Universitaria di Torino, ms. L I 6, fol. 239r
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one decade, and up to two decades, later than 
the other two manuscripts.
Such a long intervening timespan would 
certainly explain the change in style, but I am 
of the view that, even taking this interval into 
account, there is no significant similarity between 
the Gradual and the two earlier manuscripts to 
justify attributing them to the same hand. The 
possibility of the illuminators sharing a work-
shop, however, or of a master-pupil relationship 
between them, as proposed by Komada, is worth 
further investigation.40 It would only be possi-
ble to formulate a firmer position if the group of 
manuscripts could be demonstrably expanded 
with further illustrated manuscripts which, 
both stylistically and temporally, would span a 
bridge between the Cité de Dieu and the Bible 
historiale, on the one side, and the Gradual of 
King Matthias, on the other, and whose differ-
ences could be explained by a working relation-
ship or a master-pupil connection. In addition to 
the manuscripts already discussed, a number of 
others have also been connected to the Master of 
the Turin Augustine, but none of them act as this 
bridge, and moreover the attributions seem to be 
insufficiently grounded.
In terms of date, the other work closest to 
the Gradual is Hindman’s suggestion of the New 
York leaf of the Entry into Jerusalem, which was 
probably painted in the 1480s, judging from 
the illusionistic border.41 (Fig. 19) In addition, 
the approximate equal size42 and the care with 
which it was produced would seem to suggest a 
close relationship with the Budapest manuscript, 
Fig. 9. King David Praying, Gradual of King Matthias, 1480s;  
Budapest, National Széchényi Library, Department of Manuscripts, Cod. lat. 424, fol. 149r
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but this is not reinforced by a general impression, 
nor by a detailed comparison. It is also difficult to 
compare the Entry into Jerusalem miniature with 
the Cité de Dieu and the Bible historiale. Unlike 
the Master of the Gradual, the illuminator of the 
New York leaf created a coherent space, in which 
the figures become proportionately smaller with 
distance. Their spatial integration is further 
enhanced by the relatively consistent use of cast 
shadows. Compared with the varied and divided 
landscape backgrounds in the Budapest manu-
script, the scenery on the New York leaf is much 
more cogent and more monumental, and seems 
more like a real environment. The perspective 
view of Jerusalem, with its complex conglomera-
tion of buildings, is also executed with greater 
skill by the illuminator of the New York leaf. In 
brief, then, the features that were relied upon as 
similarities between the choir book and the two 
earlier manuscripts are the very same features 
that exhibit the vastest differences between the 
Gradual and the New York leaf.
The striking qualitative differences in the 
overall picture are not counterbalanced by a 
comparison of the details. The long, narrow type 
of face with hair combed over the forehead, as 
exemplified by the kneeling figure, by the disci-
ple on the right edge, and (apart from the hair) 
by the figure of Christ, is not at all similar to the 
figures in the Gradual; nor are the straight eye-
brows, thickening slightly around the nose, that 
can be seen on the Entry into Jerusalem. Like-
wise, there is no echo in the miniature from the 
Lehman Collection of the distinctive forward-
jutting, sometimes triangular heads seen in the 
choir book, with their dot-like, thick, bright red 
Fig. 10. Romulus and Remus, Saint Augustine: Cité de Dieu, vol. 2, c. 1466;  
Turin, Archivio di Stato di Torino, ms. Jb. III. 12, fol. 208r
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bottom lips. Furthermore, there are no close 
analogues with the physiognomic types in the 
two earlier manuscripts either, despite the fact 
that Hindman pointed out the similarity of the 
squat, neckless figures with those in the frontis-
piece miniature of the Bible historiale – in fact, 
her only point of connection.43 There is also an 
absence of the blue trees, strung out like beads 
on the mountain ranges along the horizon, 
which appear frequently in the manuscript in the 
National Széchényi Library of Budapest, and the 
shaping of the boxwood-like trees is also differ-
ent. In the scene of the Entry into Jerusalem the 
tree trunks are relatively stumpy, grey and more 
three-dimensional, with their crowns of leaves 
spread out horizontally; while in the choir book, 
the trunks are narrower and modelled in gold, 
while their foliage is shaped more into upright 
ellipsoids. These details all indicate that the mas-
ter, or masters, who worked on the Budapest, 
Turin and New York manuscripts, could not 
have been the same as the person who produced 
this leaf in the Lehman Collection.44
The miniature of the Martyrdom of Saint 
Quentin from the Epistolary that once belonged 
to the Evangeliary, however, appears to be closer 
to the Gradual.45 Although it is difficult to make 
out the details on the only known reproduction 
Fig. 11. Initial ‘F’ / Saul Hunting David, Gradual of King Matthias, 1480s;  
Budapest, National Széchényi Library, Department of Manuscripts, Cod. lat. 424, fol. 95r
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of this leaf, whose present location is unknown, 
the black-and-white photo in the catalogue for 
the auction of the Lanna Collection in 1911 does 
show the saint’s face and naked body clearly 
enough to reveal a similarity with one of the fig-
ures of Christ in the Gradual (fol. 3r [Fig. 1], fol. 
33v), while the figure on the left, the presumed 
donor,46 recalls the man in a turban in fol. 141v 
of the Budapest manuscript. Although the text 
in the auction catalogue states that the Martyr-
dom of Saint Quentin was made by the same 
person who illuminated the Entry into Jerusa-
lem,47 based on the reproduction, I believe that 
it cannot be ruled out that the miniature of the 
Evangeliary and the Epistolary was painted by a 
different person, who may perhaps be identified 
as the Master of the Gradual. This is, however, 
impossible to investigate more closely.
In Hindman’s brief stylistic analysis, an 
important role is given to a third leaf that was 
once believed to have belonged to the Evangeli-
ary, namely the miniature from the Wildenstein 
Collection. The proposal was based on the simi-
larity between its decorative frame and one of the 
miniatures in the Cité de Dieu.48 The Paris leaf, 
however, could not have been part of the Evan-
geliary, for a much more convincing attribution 
was provided by Gregory T. Clark, who placed 
the miniature within the œuvre of the Master 
of the Ghent Gradual, supporting his view with 
arguments of style and motifs.49 Hindman’s 
oversight, however, did have the benefit of rais-
ing awareness of the similarity of the decorative 
frame, which will later play a part in my exami-
nation of the question of localisation.
In relation to the Turin and New Haven 
manuscripts, the literature has posited other pos-
sible attributions. Citing James Marrow, Komada 
put forward the idea that the frontispieces to the 
Boccaccio manuscript in the Huntington Library 
of San Marino (California)50 and the Miroir de 
la Salvation humaine in the Glasgow University 
Library51 were early works by the Master of the 
Gradual.52 The similarity in the way the landscape 
is executed (the high horizon, with tiny scenes 
placed one above the other), which Komada uses 
to support the proposal, is not a strong enough 
foundation, nor is it borne out by the facial types. 
In addition, Scot McKendrick attributed in a foot-
note the frontispieces in the two-volume Le Livre 
des problèmes in the National Library of the Neth-
erlands in the Hague to the illustrator of the Turin 
and New Haven manuscripts.53 Although the 
forming of the landscape and the figures do share 
a certain resemblance from a distance, when the 
details are compared from close up – at least as 
far as the reproductions allow – there seems lit-
tle justification in assuming that they were made 
by the same illuminator. The landscape is broken 
down into layers parallel with the plane of the pic-
ture, there are heavily shadowed, cleft cliffs and 
plastically formed leaves, the faces are square 
Fig. 12. Detail of figs 5, 16, and 10 and of Duel on Foot, Saint 
Augustine: Cité de Dieu, vol. 1, c. 1466; Turin, Biblioteca 
Nazionale Universitaria di Torino, ms. L I 6, fol. 44v
Fig. 13. Judith from Judith Decapitates Holofernes, Petrus 
Comestor: Bible historiale, 1465–1470, New Haven, Beinecke 
Rare Book and Manuscript Library, Yale University, ms. 
129, vol. 2, fol. 70r; and Saints Barbara and Catherine from 
Heaven, Saint Augustine: Cité de Dieu, vol. 2, c. 1466, Turin, 
Archivio di Stato di Torino, ms. Jb. III. 12, fol. 366r
 THE GRADUAL OF KING MATTHIAS 39
Acta Hist. Art., Tom. 57, 2016
with sharp features and heavy eyebrows, and the 
hands are large, with long fingers. All these details 
are totally different from those seen in the Cité 
de Dieu and the Bible historiale. The two minia-
tures from the Hague bear the closest similarity to 
those images of the stylistically more heterogene-
ous New Haven manuscript that are most distant 
from the Turin manuscript; this is the section that 
includes, for example, fol. 49r (Fig. 15) and fol. 
63r from the first volume.
The connection between the Gradual and 
the two manuscripts of the Master of the Turin 
Augustine is woven more closely together, how-
ever, by a Book of Hours at the British Library 
with reference code Stowe 27.54 A comparison 
between the Budapest manuscript and this Book 
of Hours, which is not discussed anywhere else 
but in catalogues of the nineteenth century and 
in the British Library’s online catalogue, may 
on first sight appear futile based on the rushed, 
sometimes careless execution of the illustrations 
in the latter, and the rough-and-ready nature of 
the interior and exterior spaces and the figures.55 
These deficiencies, however, can be explained by 
Fig. 14. Borders from Petrus Comestor: Bible historiale, 1465–1470, New Haven, Beinecke Rare Book and Manuscript Library, 
Yale University, ms. 129, vol. 2, fol. 43r and vol. 1, 49r; and from Saint Augustine: Cité de Dieu, vol. 2, c. 1466, Turin,  
Archivio di Stato di Torino, ms. Jb. III. 12, fol. 174r
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the fact that this Book of Hours appears to be 
a mass product with far less prestige, and was 
likely to have been made for the market. Beside 
these discrepancies, the striking similarities are 
undeniable. The Book of Hours also features the 
same distinctive stooped figures from the Grad-
ual, all standing in grotesque poses with their 
heads raised and protruding forwards from their 
shoulders. Examples are the figure of Simeon in 
the scene of the Presentation in the Temple (fol. 
66r, Fig. 20), Mary in fol. 55r (Fig. 21), and the 
soldier murdering the infant in the miniature of 
the Massacre of the Innocents (fol. 58r, Fig. 22). 
Mary’s face in the scene of the Adoration of the 
Magi (with its triangular shape, the raised chin, 
the curved line where Mary’s relatively high fore-
head meets her hairline, the arched eyebrow, 
merging with the line of the nose, and the thick 
lower lip) is identical to the physiognomy of the 
acolytes in the Gradual. (Fig. 24) The censer-
bearing acolyte in the Book of Hours (fol. 92r) 
not only has a face that recalls that of an angel 
in the Last Judgment of the Gradual, but also 
similar inverted “V”-shaped folds in the cloth-
ing, which is tucked in at the waist. (Fig. 25) The 
elderly, bearded figures in the two manuscripts 
are also very similar, sharing the same drooping 
mouths, with their thick, dot-like lower lips, and 
Fig. 15. Joseph Sold by His Brothers, Petrus Comestor: Bible historiale, 1465–1470;  
New Haven, Beinecke Rare Book and Manuscript Library, Yale University, ms. 129, vol. 1, fol. 49r
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the same dense black eyebrows, curving together 
with the nose.56 The stooping, round-faced sol-
dier with the bulging eyes in the Massacre of the 
Innocents also seems familiar from one of the 
pages in the Gradual (fol. 157r).
There are points of connection not only with 
the Budapest choir book, however, but with the 
two earlier manuscripts as well. The figure of 
Gabriel in the Annunciation recalls the angel 
in the scene of the Death of Tobias in the Bible 
historiale. (Fig. 27) There are also similarities 
between certain female faces. The physiognomy 
of Judith, in the New Haven manuscript, and of 
the female saints in the Last Judgment in the Cité 
de Dieu – the long head, the highly raised, arched 
eyebrow, its continuation into the long, straight 
nose, and the distinctive lips – resembles the 
face of Mary in the Book of Hours, in the scenes 
of the Nativity, the Presentation in the Temple, 
and particularly the Visitation. (Fig. 26) The blue 
onion-domed buildings in the backgrounds of the 
Gradual and the Bible historiale also reappear in 
the London Book of Hours, and the interiors are 
likewise drawn without recourse to the rules of 
perspective. There is another tiny detail that links 
this Book of Hours with the Gradual. In both 
manuscripts, the iron ties holding together blocks 
of stone are indicated with the same sweeping 
strokes that broaden out into dots at each end. 
(Figs. 7, 11, 22) Similar lines can also be found 
in the Bible historiale, only these are straighter 
and more disciplined (Fig. 5), which are close to 
Fig. 16. Death of Tobias, Petrus Comestor: Bible historiale, 1465–1470;  
New Haven, Beinecke Rare Book and Manuscript Library, Yale University, ms. 129, vol. 2, fol. 43r
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the even more precise method used in the Cité de 
Dieu (AST Jb. III. 12, fol. 43r, Fig. 27).57
When it comes to dating the Book of Hours, 
as it shares common traits with both the Gradual 
and the Bible historiale, it was probably made at 
some time between the two, which would allow us 
to narrow down the range of 1460–1480, stated 
in the online catalogue, to the 1470s.
In order to investigate further the identity 
of the illuminator of the Gradual of King Mat-
thias, I consider the Turin Cité de Dieu, the New 
Haven Bible historiale and the London Book 
of Hours to be relevant. Although the Book of 
Hours reinforces the connection between the 
Gradual and the two earlier manuscripts, the dif-
ferences, which manifest themselves primarily in 
the types of figures and faces, continue to war-
rant caution; the illustrations containing such dif-
ferences were less likely to have been made by a 
single hand, so the more probable interpretation 
is that these manuscripts were painted by several 
illuminators who had worked together at some 
point. This group of works, however, is still too 
small to permit the different hands working on 
them to be clearly differentiated, or to establish 
with any certainty the relationship between the 
illuminators.
Approaching the matter from the aspect of 
the organisation of work also raises difficulties, 
for it is far from clear what kind of structure is 
meant by the frequently used term “workshop,” 
in the sense of how many assistants and appren-
tices were engaged by the master.58 As Jonathan 
J. G. Alexander pointed out, it should not be 
assumed that the practice in the late fifteenth 
century was the same as the future bustling work-
shops of the Renaissance, as there were probably 
far fewer people at work alongside the master, 
no more than a couple of pupils and assistants.59 
Marc Gil argues in favour of a family-based work-
shop, which would also have used the services of 
one or two apprentices.60 The sources provide 
Fig. 17. The Creation of Eve, Petrus Comestor: Bible historiale, 1465–1470;  
New Haven, Beinecke Rare Book and Manuscript Library, Yale University, ms. 129, vol. 1, fol. 8v
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no clear guidance on workshop structure, and it 
is rarely possible to draw conclusions from spe-
cific instances. Nevertheless, in order to obtain 
an approximate idea of the kinds of models of 
work organisation for which there is documen-
tary evidence, we can turn to the book written 
by Dominique Vanwijnsberghe, which provides 
a comprehensive investigation of the sources 
pertaining to miniature painting in Tournai.61 
The reason why Tournai is exceptionally suit-
able from the point of view of this paper will be 
explained in the next chapter, on localisation. 
Vanwijnsberghe outlines a picture of how work 
was organised based on the regulations from the 
year 1480 of the guild of painters and glasswork-
ers, which also comprised illuminators, and on a 
nowhere-near complete list of the names of illu-
minators and apprentices that attained the rank 
of master. In addition to masters, who were full 
members of the guild, and apprentices, the guild 
regulations distinguished two further, less easily 
identifiable groups of workers in the book illus-
trating profession: these were compagnons, who 
had already served two years as apprentices but 
had not yet risen to the rank of master, usually for 
financial reasons, and serviteurs, who performed 
more menial tasks, and who perhaps were not 
even given professional training.62 A compari-
son of the lists of masters and apprentices shows 
that only a small proportion of the masters on 
Fig. 18. The Creation of Eve, Saint Augustine: Cité de Dieu, vol. 2, c. 1466;  
Turin, Archivio di Stato di Torino, ms. Jb. III. 12, fol. 25r
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the list taught more than one apprentice at a 
time.63 The majority of apprentices, meanwhile, 
did not attain the rank of master after complet-
ing their apprenticeships (at least not in Tour-
nai), which led Vanwijnsberghe to speculate that 
some of them continued to work alongside their 
master as compagnons.64 There are two cases 
where it can be shown that a master taught two 
apprentices simultaneously.65 Given that com-
pagnons and serviteurs could be employed with-
out any binding contracts, and the fact that the 
guild regulations permitted work to be subcon-
tracted, everything seems to have been in place 
to en able large commissions to be fulfilled rap-
idly by organising the work accordingly,66 which 
would have enabled some workshops to operate 
with several employees. Since there is virtually 
no trace of any kind in the written records about 
the compagnons, who were perfectly capable of 
working independently, and who may be more 
relevant than the apprentices when examining 
aspects of style, it is extremely difficult to formu-
late a historically authentic picture of the struc-
ture of workshops at the time, which could then 
be applied in connection with the surviving man-
uscripts and artworks.67
It is also problematic to correlate the (to a 
certain extent flexible) frameworks that are out-
lined by the documents with the actual structures 
of working, which probably differed somewhat 
for each given situation. Even in the case of an 
illuminator whose œuvre is large and for whom 
there are many reliable sources, such as Willem 
Vrelant of Bruges, there is still the possibility of 
opposing views arising.68 It is at present impos-
sible to determine the type of structure by which 
the group surrounding the Turin Cité de Dieu 
and the Gradual came into being, and only cer-
tain hypotheses may be put forward regarding 
this. The stylistic heterogeneity of the New Haven 
Bible historiale already raised the possibility of 
several hands, and the master of the Turin man-
uscript may have relied on extra help during the 
work process, not only from another illuminator, 
but perhaps also from an assistant. (The status of 
the people involved is hard to judge on the basis 
of quality alone). As for the London Book of 
Hours, it is possible that this was an early work 
by the Master of the Gradual, produced with less 
attention to detail for sale on the open market, 
which partly follows the types of figures used in 
the Bible historiale. An inspection of the figures 
in the background of the Gradual, together with 
the sketchy execution of some of its smaller fig-
ures, would suggest there is some basis to this 
supposition. Differences in quality (by which we 
mean mainly the diligence of execution, rather 
than, for example, spatial or anatomical preci-
sion) may have arisen due to differences in the 
available time, the prestige of the task and the 
expected amount of payment.69 Naturally, when 
faced with just these two works, which differ so 
greatly in their quality level, it is perfectly justi-
fiable to raise doubts. Numerous stylistic char-
acteristics found in the Gradual – the complex 
buildings, the distinctive conical cliffs in the 
background scenery, and the blue trees lined up 
like a string of beads along the mountains on the 
horizon – are completely absent from the Book 
of Hours. The most we can say with a degree of 
certainty is that the London Book of Hours is 
linked, in some way, to the workshop production 
of the Master of the Turin Augustine and to the 
Fig. 19. Entry into Jerusalem, Leaf from an Evangeliary, c. 
1480–1490; New York, Metropolitan Museum of Art, Robert 
Lehman Collection, 1975.1.2471, www.metmuseum.org
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related activities in the Netherlands of the Mas-
ter of the Gradual.
Taking all this into account, I consider it jus-
tified and reasonable, when attempting a precise 
localisation of the origins of the illuminator who 
worked on the Gradual, to refer to the evidence 
offered by the Turin, New Haven and London 
manuscripts.
Localising the Master of the Turin Augustine 
and his Workshop
Because of the supposed similarity with Loyset 
Liédet and the commissioner of the Cité de Dieu, 
Antoine de Bourgogne (1421–1504), Hindman 
localised the place where this group of manu-
scripts was made to Bruges.70 The practice of 
making localisations around Bruges, without 
deeper considerations of style, was objected to by 
Akiko Komada, who, in her doctoral dissertation 
on the manuscripts of the Bible historiale pro-
duced in Northern France and the Netherlands, 
localised the place where the master worked to 
Tournai.71 Below I would like to provide further 
evidence in support of Komada’s arguments for 
a localisation around Tournai.
An important role in this may be played by 
the London Book of Hours, for the unique fea-
tures of the calendar and the litany of the saints 
points to the use of Tournai. The celebration of 
the consecration of Notre-Dame Cathedral in 
Tournai on 9th May (“dedicatio ecclesie Tornai”) 
is highlighted in red, as is 1st October, the feast 
day of Saint Piatus (d. c. 286), who converted the 
people of the city to Christianity. Additionally, 
albeit only in simple, black ink, 20th February 
is also marked for the feast of Saint Eleutherius 
(d.  c. 532), first Bishop of Tournai. Both saints 
also appear in the litany.
The scribe of the Cité de Dieu also connects 
the Master of the Turin Augustine to this region. 
According to its colophon, it was copied by Jean 
du Quesne, who was active in Lille, just 30 kilo-
metres from Tournai. Scot McKendrick and, 
with reference to him, Akiko Komada consider 
the Bible historiale in the Beinecke Library also 
to be the work of Du Quesne,72 although in the 
absence of signatures, this attribution cannot be 
accepted unconditionally. Even the person of 
Jean du Quesne is not, in itself, a guarantee that 
the miniatures were painted in the manuscript in 
Lille or its surroundings, for out of eleven signed 
works, most were illustrated by illuminators from 
Bruges, and only three were decorated by local 
masters.73 Accompanied by further arguments 
that point towards Tournai, however, the scribe 
from Lille also adds support to the suggested 
localisation.
A large part of the iconographic and composi-
tional models of the works also leads one’s atten-
tion in the direction of Tournai and its environs. 
Komada discovered the predecessor to the New 
Haven Bible historiale in a similar work from a 
few decades earlier, in the manuscript Mazarine 
312, dated to around 1440, which, in her stylis-
tic analysis, may have originated from the area 
around Tournai and Cambrai.74 Mazarine 312 
served as the model for both the text and the 
content, and is the source of the emphasis on the 
cycle of Creation, the swapping around of the 
Fig. 20. Presentation in the Temple, Book of Hours, c. 
1470–1480; London, British Library, ms. Stowe 27, fol. 66r, 
© British Library Board, ms. Stowe 27
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portrayals of the first two days, and the medal-
lion format.75 (Fig. 17) It is also the origin of the 
peculiar illustration in fol. 289v of the second vol-
ume of Beinecke 129, in which the illuminator 
has misconstrued the motif of the winged mitre, 
and has instead attached the wings to the man’s 
neck.76 To the list of parallels can be added the 
analogue solution of the scene of Elijah on the 
Fiery Chariot (Mazarine 312, fol. 120r and Bei-
necke 129, vol. 2, fol. 1r). Since Komada assumed 
that this specific copy had a direct effect – an 
assumption which is reinforced by the matching 
texts – the provenance of Mazarine 312 becomes 
a matter of importance. At the time the copy in 
the Beinecke Library was made, the manuscript 
which is in Paris today was owned by Antoine de 
Crèvecoeur, a nobleman of Artois.77 As Artois is 
not so close to Tournai, this would not of itself 
bring much weight to the idea that the manu-
script originated in Tournai. If a direct connec-
tion is not insisted upon, however, then the local 
tradition of images and texts would explain the 
similarities, which have as yet no other witnesses 
besides these two manuscripts.
In the Cité de Dieu, the tradition of illustra-
tion used in the region around Lille and Tournai 
is more clearly discernible. The miniatures in the 
Turin manuscript faithfully follow a copy from 
several decades earlier, dated to 1420–1435, 
which is now in Brussels (KBR 9005), and to 
which the literature was first alerted by Alexandre 
Laborde in 1909.78 Judging from its provenance, 
this manuscript also came from the Lille region, 
for it was made for Gui Guilbaut (d. 1447), head 
of the Chambres des Comptes in Lille, and was, 
according to an inventory of 1469, received from 
the governor of Lille by Philip the Good.79 It is 
possible that, at the time when the Turin copy 
of 1466 was being illustrated, the manuscript 
was still present in Lille, and was used directly 
as a model by the Master of the Turin Augus-
tine. Even if the manuscript of Gui Guilbaut was 
no longer present, certain remnants of the visual 
forebears would still have been available in some 
form or another, even after the book left Lille. 
Of course, it is not inconceivable that Antoine 
de Bourgogne borrowed the original manuscript 
from his father’s library and commissioned a 
copy of it for himself.
By whichever means the Master of the Turin 
Augustine came across the original, the frontis-
piece miniature of KBR 9005 established a local 
iconographic type, whose legacy indisputably 
includes the frontispiece of the Turin manu-
script. (Fig. 28) The depiction in KBR 9005 is 
the first to include, in a single composition, Saint 
Augustine and the legend of the divine origin 
of the French royal title, included in the text by 
the translator, Raoul de Presles: this was the 
moment when the Holy Spirit, in the form of a 
dove, carried down the holy anointing oil to Clo-
vis I (466–511), King of the Franks.80 The local 
and regional influence of Gui Guilbaut’s manu-
script can be seen in another copy of the Cité de 
Dieu (KBR 9015), which belonged to Jean Chev-
rot (c. 1380?–1460), Bishop of Tournai, and 
which opens with a very similar composition.81 
Chevrot’s manuscript has several demonstrable 
links to the region. Firstly, the scribe, Nicolas 
Cotins, a Dominican monk from Amiens, was 
verifiably present in Lille in 1460, in addition to 
which he acted as “inquisiteur” of Thérouanne 
and Tournai.82 Moreover, the illuminators were 
also from this area: apart from the frontispiece 
of the first volume, which was influenced by Jan 
van Eyck and can be attributed to a master from 
Bruges, all the other illustrations were probably 
made in the workshop of the Master of the Ghent 
Privileges.83
This composition is continued further in the 
British Library Cité de Dieu, whose frontispiece 
was painted by the Master of the Vienna and 
Copenhagen Golden Fleece.84 The illuminator’s 
œuvre has been reconstructed in recent years, 
and his activity has been localised to Lille, based 
on the provenance of the works dated to the 
1460s and 1470s, and on the place where iden-
tifiable collaborators on certain manuscripts 
– fellow illuminators, scribe and bookbinder – 
were known to be active.85 It is not easy to decide 
which of the manuscripts was used by the Mas-
ter of the Golden Fleece as his archetype: in his 
painting of the frontispiece, did he follow the 
copy owned by Gui Guilbaut or the one belong-
ing to Jean Chevrot, or did he arrive at this com-
position through the mediation of the Master of 
the Turin Augustine? The latter option is sup-
ported by the posture in which Clovis stands, 
and his attire, which are identical, down to the 
tiniest details, to those in the image of the ruler 
portrayed in the Turin manuscript, including 
the fur trimming on his clothes, the sword at his 
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belt, the angle of his raised head and the posi-
tion of his legs. The model for the other min-
iatures in the London manuscript, those which 
were not painted by the Master of the Golden 
Fleece, was taken either from the Turin manu-
script or from KBR 9005, but it is difficult to 
specify which of these was used. (Jean Chevrot’s 
copy is out of the question, because several of the 
miniatures it contains do not fit in with the same 
tradition of illustration.) In the scene of The 
Emperor before the Pope (BL, Royal 14 D I, fol. 
224v), the Pope’s cross and the Emperor’s hand 
Fig. 21. Adoration of the Magi, Book of Hours, c. 1470–1480;  
London, British Library, ms. Stowe 27, fol. 55r, © British Library Board, ms. Stowe 27
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gestures suggest that the Turin manuscript was 
in front of the eyes of the Master of the Golden 
Fleece (Fig. 8), while in the miniature showing 
the pagan gods (BL, Royal 14 D I, fol. 299v), the 
dragon biting its own tail that can be seen above 
the head of the female figure, symbolising the 
Earth, is closer to the Brussels copy than the one 
from Turin (BNU L I 6, 319v).86 It cannot be 
ruled out that the illuminator was aware of both 
manuscripts, and of course we must not lose 
Fig. 22. Massacre of the Innocents, Book of Hours, c. 1470–1480;  
London, British Library, ms. Stowe 27, fol. 58r, © British Library Board, ms. Stowe 27
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sight of the possible role played by manuscripts 
that have since been lost.
Certain iconographic peculiarities in the 
London Book of Hours also indicate it was made 
in Tournai, for they follow, in the main, the solu-
tions used by the Master of the Ghent Privileges 
and his workshop. An example of this is the fig-
ure of Mary, sitting on a donkey, in the scene of 
the Flight into Egypt (fol. 61r), which features 
on a page of the so-called Sam Fogg Hours in a 
very similar fashion.87 The image of Mary sitting 
cross-legged on a bed with the upper half raised 
at an angle, with a pillow on top, seen in fol. 55r 
of Stowe 27 (Fig. 21), is familiar from the scene of 
the Nativity in the same Book of Hours, and from 
the miniature of The Adoration of the Magi in a 
Book of Hours also attributed to the Master of 
the Ghent Privileges, which is now in Warsaw.88
Some of the decorative frames in the Turin 
manuscript also lead to the Master of the Ghent 
Privileges, and his follower, the Master of the 
Ghent Gradual, for these masters were the 
originators of the kind of frame decorated with 
golden leaves weaving around a thin cane, which 
surrounds several of the miniatures in the Cité 
de Dieu.89 (Fig. 10) Such frames can be seen in 
the eponymous work by the Master of the Ghent 
Privileges, the Statuts et privilèges de Gand et 
Flandre (ÖNB 2583 fols. 64r, 226r), as well as 
in a number of works decorated by the Master 
of the Ghent Gradual.90 Such a frame also encir-
cles the frontispiece miniature of the second vol-
Fig. 23. Detail of Initial ‘I’ / Mattathias Killing a Hellenistic Jew (?), Gradual of King Matthias, 1480s;  
Budapest, National Széchényi Library, Department of Manuscripts, Cod. lat. 424, fol. 157r
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ume of Jean Chevrot’s copy of the Cité de Dieu 
(KBR 9016 fol. 1r).91 The similarity between the 
decorative frames was pointed out by Hindman, 
who was led by this to make a false attribution of 
the miniature in the Musée Marmottan.92 Akiko 
Komada – equipped with the correct attribu-
tion – used the similarity of the ornamentation as 
an argument in support of a localisation around 
Tournai.93 With regard to the localisation of the 
Master of the Ghent Privileges, Anne van Buren 
was already arguing in favour of Tournai in an 
article of 1985, while in a monograph of the illu-
minator and his circle, Gregory T. Clark, bearing 
in mind the original owners of the manuscripts 
attributed to the Master of the Ghent Privileges, 
the liturgical characteristics of the manuscripts, 
and the collaborative partners of the workshop, 
came to the conclusion that the Master of the 
Ghent Privileges and his follower, the Master of 
the Ghent Gradual probably operated workshops 
at the same time in both Ghent and Tournai.94
The group of manuscripts centred around 
the Master of the Turin Augustine can also be 
associated with the same region by virtue of their 
stylistic connections. The closest similarities are 
found with the works of the Master of the Vienna 
and Copenhagen Golden Fleece, who was active 
in Lille. The close similarity is indicated by the 
fact that Dagmar Thoss and Otto Pächt attrib-
uted the Turin manuscript of Saint Augustine 
to the same person who made the Histoire de 
la Toison d’Or, which gave the master of Lille 
his conventional name, and which is now kept 
in separate parts in Copenhagen, Vienna, Dijon 
and Épinal.95 In views of cities, the amalgama-
tion of buildings and the rich detailing of interi-
ors and architectural features, as well as the high 
horizon, are indeed very similar in the works of 
both illuminators, although the Master of the 
Golden Fleece tends to be more adroit at portray-
ing perspective in the architecture and rooms. 
Seen from closer at hand, the facial types also 
reveal certain differences. The round faces, often 
featuring double chins and bold laugh lines, so 
typical in the works of the Master of the Golden 
Fleece, are not found at all in the repertoire of 
the Master of the Turin Augustine. And although 
the faces in the frontispiece miniatures in the vol-
umes of the Histoire de la Toison d’Or may recall 
Saint Augustine or Clovis I from the Turin Cité 
de Dieu, the protruding chins used by the Mas-
Fig. 24. Detail of Initial ‘E’ / Procession, Gradual of King 
Matthias, 1480s; Budapest, National Széchényi Library, 
Department of Manuscripts, Cod. lat. 424, fol. 50r and fig. 21
Fig. 25. Detail of fig. 4 and Funeral Service, Book of Hours, c. 
1470–1480; London, British Library, ms. Stowe 27, fol. 92r, 
© British Library Board, ms. Stowe 27
Fig. 26. Judith from Judith Decapitates Holofernes, Petrus 
Comestor: Bible historiale, 1465–1470, New Haven, Beinecke 
Rare Book and Manuscript Library, Yale University, ms. 129, 
vol. 2, fol. 70r; Mary from the Visitation, Book of Hours, c. 
1470–1480, London, British Library, ms. Stowe 27, fol. 38r, 
© British Library Board, ms. Stowe 27; and Saint Catherine 
from Heaven, Saint Augustine: Cité de Dieu, vol. 2, c. 1466, 
Turin, Archivio di Stato di Torino, ms. Jb. III. 12, fol. 366r
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ter of the Golden Fleece, marked with a separate 
line, and the long, slightly curving noses found 
in the Turin manuscript, are distinctive and dis-
tinguishing hallmarks of a kind which cannot be 
seen in the works of the other illuminator.
A page cut out of a Chroniques d’Angleterre, 
dated to the second half of the 1470s, bears close 
similarities with the works of both the Master of 
the Turin Augustine and the Master of the Grad-
ual. This page, together with several others taken 
from the same manuscript, are generally attrib-
uted to the Master of the Golden Fleece.96 The 
inexpert grasp of perspective seen in the interi-
ors – which is otherwise uncommon in the works 
of the Master of the Golden Fleece – is strongly 
reminiscent of the methods used in the Gradual 
and in the Turin Cité de Dieu: the lines that 
lead deeply into the pictorial space rise up too 
steeply, and the parallel lines are in some places 
clearly diverging from one another. Similarities 
can also be detected among the facial types. The 
faces that narrow towards the chin, the slightly 
forward-leaning heads, the straight noses joined 
in the same line as the arching eyebrows, and the 
distinctive lips are all traits that may be familiar 
from the Gradual. In addition, in the scene on 
the right of the page, the physiognomy of the fig-
ure behind Edward III’s right shoulder closely 
resembles the faces of Romulus in the Cité de 
Dieu, and of the male figure in the Presentation 
of Samuel in the Bible historiale. (Fig. 5) In the 
case of heads shown in three-quarter profile, the 
slightly distorted facial expression caused by the 
mouth being misplaced in relation with the nose, 
as can be seen on the two men next to Edward 
III or the young man standing on the right of the 
French King, is also quite common in the Grad-
ual, appearing on the face of the figure on the 
right edge of fol. 10r (Fig. 2), and in the green-
hooded figure in fol. 165v, and the same expres-
sion can also be observed in some of the female 
figures in the Book of Hours and the Bible histori-
ale. (Fig. 26) These close similarities in style, and 
the iconographic relationship with the volumes 
of the Cité de Dieu, detailed above, justify the 
conclusion that the two illuminators must have 
been close to each other geographically as well.
In her reasoning in favour of the Tournai 
localisation, Akiko Komada also put forward a 
number of stylistic arguments. She assembled a 
corpus of roughly two dozen manuscripts, mostly 
books of hours with liturgical characteristics that 
Fig. 27. Detail of Expulsion from Paradise, Saint Augustine: Cité de Dieu, vol. 2, c. 1466, Turin, Archivio di Stato di Torino, 
ms. Jb. III. 12, fol. 43r; fig. 16 and Annunciation, Book of Hours, c. 1470–1480,  
London, British Library, ms. Stowe 27, fol. 22r, © British Library Board, ms. Stowe 27
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refer to the use of Tournai, and taking these as 
her starting point, she connected further manu-
scripts to this core, based on an analysis of style, 
and finally attempted to define a general stylistic 
identity of manuscript painting in Tournai. From 
these manuscripts, however, it is difficult to pick 
out any stylistic characteristics that are actually 
specific to Tournai; the common features men-
tioned by Komada herself were extremely gen-
eral in nature, such as the style of drawing and 
the stiff pleats modelled with gold hatching.97 
Instead, she sought a common denominator in 
the secondary decorations and the decorative 
margins, on the basis of which the Bible histo-
riale in the Beinecke Library and the Turin Cité 
de Dieu can also be included among the works 
produced in Tournai.98 There are indeed a cou-
ple of close similarities – between Beinecke 129 
and the Chroniques dites de Baudouin d’Avesnes 
of The Hague (KB 71 A 14),99 for instance, or 
between the Book of Hours kept at the Simor 
Library in Esztergom and one in Paris (BnF lat. 
13282)100  –, but when the group is taken as a 
whole, the relationship does not seem to be as 
strong as Komada presents it.
Although none of the various similarities and 
analogues would provide strong enough evidence 
on their own, when seen together, there is quite a 
high degree of probability that the Master of the 
Turin Augustine and his workshop were active in 
the area around Tournai, or perhaps Lille, which 
also implies that the illuminator of the Gradual 
Fig. 28. Saint Augustine and Clovis I, Saint Augustine: Cité de Dieu, vol. 1, c. 1466;  
Turin, Biblioteca Nazionale Universitaria di Torino, ms. L I 6, fol. 1r
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began his career in the same region. At first sight, 
it does not seem logical that Komada, who put 
forward and argued in favour of a Turin localisa-
tion, placed the creation of the Gradual in Buda 
without doubt, what is more, by making reference 
to the unanimous professional opinion.101 More-
over, on the basis of the referenced literature (the 
works of Erzsébet Soltész), it is not clear exactly 
what consensus Komada is referring to, for Sol-
tész was one of the most vociferous proponents 
of the illuminator of the Gradual having foreign 
origins. To determine whether the Flemish mas-
ter of the Gradual was present at the Royal Court 
in Buda in the 1480s, it is necessary to examine 
the miniature decorating the frontispiece of an 
incunabulum in Klosterneuburg, attributed to 
the Master of the Gradual by Sieveking, since this 
attribution served as the main argument in the 
literature in favour of the Gradual having been 
made in Buda.102
The Miniature of Saint Leopold from the 
Augustine-Canonry of Klosterneuburg
In his monograph of 1986 on an Austrian illu-
minator, the Master of the Wolfgang Missal, Hin-
rich Sieveking attributed the frontispiece minia-
ture of an incunabulum (Cod. Typ. 814, Fig. 29) 
in the library of Klosterneuburg Monastery to 
one of the masters of the Gradual (not the Ital-
ian one).103 The book, entitled Defensorium can-
onisationis futurae Sancti Leopoldi by Johannes 
Franciscus de Pavinis, and propagating the 
ca nonisation of Leopold III, Margrave of Austria 
(1073–1136), was published in Rome in 1483, 
which is therefore the terminus post quem of the 
miniature. Leopold was canonised in 1485, but 
the halo around his head seen in the frontispiece 
does not necessarily imply that the painting was 
made after this; it may have preceded the can-
onisation of the Margrave, and this seems more 
likely, given that it was accompanied by a text in 
support of Leopold’s canonisation.104
Franz-Joachim Verspohl, in his study of 
2000, was the first to substantiate this attribu-
tion using observations of style.105 Although later 
research has unanimously accepted the iden-
tity of the illuminator, it is worthwhile review-
ing and re-evaluating the stylistic arguments in 
support of this attribution, for the miniature of 
Saint Leopold is of key importance in determin-
ing the circumstances surrounding the creation 
of the Gradual of King Matthias, in particular 
the place where it was decorated. As asserted 
by Verspohl, the facial type of Leopold, with its 
highly raised, arched eyebrows, its thick lower lip 
and its two-pronged beard, is perfectly compli-
ant with the figures in the Gradual that portray 
elderly men.106 Verspohl was also correct with 
regard to the posture of the saint: this graceful, 
slightly effete, though imperfect contrapposto is 
echoed in certain soldiers in the Gradual (such 
as the armoured soldier on the right in fol. 103r 
[Fig. 32] and the knight on the left in the back-
ground of fol. 95r [Fig. 11]). Here too can be seen 
the slightly buckled, outward-pointing knees and 
the out-turned feet, one of which – the one resting 
forward – touches the ground only by the toes.
Even more characteristic than the rather 
customary facial type used for old men and the 
leg posture, which also appears in other manu-
scripts,107 is the portrayal of the scenery. The con-
ical cliffs, broken into horizontal layers by drawn 
lines that envelop them like a belt, are particularly 
distinctive. The same kinds of formations can be 
seen on several pages of the Gradual, such as 
fols. 37r and 95r (Figs. 3, 11), and in a somewhat 
more complex form, piled together, in almost 
every scene that is set in a landscape. (Fig. 30) 
The regular geometric, rounded trees in the mid-
ground and the more sparsely leaved trees in the 
foreground, with foliage that clusters together at 
the ends of the widely spaced-out branches, can 
also be found in the repertoire of the Gradual 
(fols. 115v, 111r). The horizon is also painted in 
a similar way, with dark-blue dots of trees lined 
up like a string of beads along light-blue, barely 
apparent mountain ranges (Fig. 1 and fols. 86r, 
115v, 180r). The miniature of Saint Leopold of 
Klosterneuburg can therefore be attributed to 
the Master of the Gradual of King Matthias with 
a great degree of certainty.
More problematic is the question of the mar-
ginal decoration, and Verspohl’s assertion that 
the decorative borders of the miniature of Klos-
terneuburg are “approximately identical” to those 
on the frontispiece of the Gradual seems rather 
exaggerated.108 (Figs. 1, 29) There is no doubt 
that a number of motifs are common to both bor-
ders: the strawberry and bramble, the blue cam-
panula, and the pink thistle. However, the branch 
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Fig. 29. Frontispiece, Johannes Franciscus de Pavinis: Defensorium canonisationis futurae Sancti Leopoldi;  
Klosterneuburg, Augustine-Canonry, Library, Cod. Typ. 814, fol. 2r
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motif and the drôleries that populate the tendrils 
of the plants, which are quite distinctive features 
of the Gradual, are not present at all in the fron-
tispiece of the Klosterneuburg incunabulum. 
There is also none of the illusionistic effect, one 
of the most unique features of the border in the 
Budapest manuscript, achieved by placing three-
dimensional motifs on a grey base. The marginal 
decoration on the incunabulum’s frontispiece 
nevertheless belongs to the Franco-Flemish style, 
and it is not the work of the same Italian master 
who produced the other two illuminated copies, 
as stated in the exhibition catalogue titled Der 
Heilige Leopold and, in its wake, by Alois Haid-
inger.109 The copy of Cardinal Francesco Pic-
colomini, now in the Vatican, was undoubtedly 
decorated by an Italian illuminator, and based on 
its identical composition and its Roman Quattro-
cento binding, the book in Vienna, once owned 
by Frederick III (1415–1493) was also probably 
painted by an Italian.110 By comparing the details 
of form, it is also conceivable that the marginal 
decoration of the incunabulum, and not only the 
portrayal of Saint Leopold, was also made by the 
Master of the Gradual (and not simply by some-
body with the same origins). The basic shape of 
the acanthus tendrils – consisting of longer leaves 
that extend, funnel-like, from narrow, extended 
stems, and of suddenly protruding smaller, flesh-
ier leaves arranged in lobes – is very similar in 
both manuscripts, even though the differences in 
the forms (complexity, modelling and attention to 
detail) would seem, at first sight, to place the two 
marginal decorations quite far apart from each 
other. The dots along the veins of the lobed leaves 
are also identical, as are the number of leaves on 
the calendula, the shape of the flowers, and the 
colouring of the petals, divided lengthwise to gen-
erate a three-dimensional effect.
The question arises of how this leaf relates 
to the earlier group of works localised to the 
area around Tournai or Lille. Although there is 
no complete match in any respect, it is not hard 
to find similar faces to that of Saint Leopold on 
the pages of the Cité de Dieu, the Bible historiale 
and the London Book of Hours. (Figs. 5, 10, 21) 
For the scenery, which is more relevant than the 
image of Leopold from a style analysis point of 
view, analogues can also be found, particularly 
in the Cité de Dieu: the landscape is significantly 
divided, and conical formations of rocks, similar 
to those in the Klosterneuburg picture, are also 
present. (Figs. 5, 18) All that is missing is the dis-
tinctive motif of the blue trees lined up across the 
mountains on the horizon. Among the decora-
tive borders, however, apart from the least spe-
cific motifs, there is no similarity at all, but this is 
true for the entire group of manuscripts: none of 
the marginal decorations in any of them matches 
that of any other to the extent that they could 
be attributed to the same person. (Figs. 14, 20) 
This, however, as we have already mentioned, 
can be easily explained by the fact that the task 
of secondary decoration was often allocated to 
someone different from the illuminator who was 
responsible for painting the illustrations.
The connection between the incunabulum of 
Klosterneuburg and the works that can be local-
ised to the Netherlands therefore seems to be looser 
than the one with the Gradual, but there could be 
various reasons for this. Firstly, the miniature of 
Klosterneuburg provides relatively few details on 
which to base comparisons, while the portrayal of 
the scenery in the Gradual, which is the main sup-
port for Sieveking’s attribution, shows the greatest 
degree of development compared with the earlier, 
Flemish manuscripts. Secondly, stylistic dissimi-
larities are to be expected after approximately a 
decade and a half of time, compounded by about 
1000 kilometres of separation, and certain differ-
ences in the type of task, the scale, and the level of 
sophistication. Thirdly, if we look upon the rela-
tionship between the Master of the Turin Augus-
tine and the illuminator of the Gradual as one of 
master and pupil, then we have no true grounds 
for dissatisfaction with this looser connection.
There is also an aberration in the heraldry 
that argues in favour of the illuminator having 
foreign origins: on the mantle of Saint Leopold 
and on his coat of arms, the eagle of the Baben-
berg dynasty has, quite erroneously, been given 
a double head, perhaps under the influence of 
the imperial eagle that is depicted in the top-
right corner. (Fig. 29) It is highly unlikely that 
an illuminator from Vienna, or from elsewhere 
in Central Europe, would have committed such 
a mistake.111 This error has echoes in some of 
the oddities of the coat of arms of King Matthias 
in the Gradual. (Fig. 31) It was already observed 
by earlier researchers that the lion in the fourth 
quarter is red upon a silver field, that is, the lion 
of Beszterce, although after the title of Czech king 
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was obtained in 1469, it was customary to use 
the Czech lion, whose colours are the reverse, 
that is, silver on a red background.112 Even as a 
lion of Beszterce there are further mistakes, for it 
is supposed to have just one tail, whereas in the 
Gradual, despite the fact that the red paint can 
hardly be seen from the heavily oxidated silver, 
it is clear that the animal has two tails, as though 
it were a Czech lion. The illuminator therefore 
either confused the colours of the lion, or the 
number of tails, although in any case his knowl-
edge of local heraldry was deficient, as evidenced 
by the double head of the Babenberg eagle. All 
this is easily explained if the illuminator came 
from a foreign land.
If all the above is accepted, then the Flemish-
style miniatures of the Gradual were painted by 
a Flemish master, who probably learned his craft 
in Tournai or Lille, and who somehow came to 
Central Europe in the 1480s, passing through 
Vienna after 1483 to paint at least one miniature. 
There are several points of argument in favour 
of his presence in Vienna. In the background of 
his portrayal of Saint Leopold a faithful repro-
duction of Vienna’s Stephansdom can be seen. 
Moreover, the iconography of the frontispiece 
follows that in the copy belonging to Frederick 
III that was decorated in Italy (therefore indepen-
dently of the one in Klosterneuburg), in the way 
Saint Leopold holds the flag in one hand and 
the model of the monastery in the other, in the 
arrangement of the coats of arms and the princely 
hat, and in the laurel wreaths in the border deco-
ration, which are alien to the Flemish style. The 
suggestion that these works were painted “only” 
by an illuminator from Buda, who copied mod-
els from the Netherlands which have since been 
lost – a view that has been regularly revived since 
it was first proposed by Edith Hoffmann, up to 
and including the latest publications by Gyöngyi 
Török –, is a position which, in the light of the 
foregoing arguments, I no longer regard as ten-
able.113
The Question of different “Hands” within  
the Gradual
The illuminator’s migration from the Tournai 
region to Vienna (and perhaps to Buda) helps 
to answer the question of the kind of workshop 
structure that lay behind the painting of the 
Gradual. In the earlier literature, the recurring 
assumption – which is based on the large num-
ber of miniatures and their fluctuating quality – is 
that an assistant collaborated with the master in 
carrying out the work.114 It is not very likely that 
the Flemish illuminator came to Central Europe 
with his workshop in tow, however.  Jonathan 
J.  G. Alexander also assumed that when Fran-
cesco da Castello came from Milan to Buda, he 
arrived alone.115 I also find it hard to imagine 
that during his sojourn in this region, the master 
would have had time to train an apprentice who 
could imitate his style so perfectly. The probabil-
ity of this is further diminished by the fact that, 
apart from some similar motifs in the Vatican 
Missal, there are no further instances of his influ-
ence anywhere else in Vienna or Buda.116
Meanwhile, a closer inspection of the minia-
tures in the Gradual also fails to provide justifica-
tion for distinguishing between different hands: 
the same types of figures and faces constantly 
recur, and the same approach to the landscape 
is followed throughout the manuscript, accom-
panied all the way through by the same lack of 
assurance in conveying the perspective of build-
ings. Ilona Berkovits attributed the first few 
miniatures to the leading master, which are sur-
rounded by initials in grisaille that imitate archi-
tecture with sculptural decoration.117 (Figs. 2, 4) 
The fact that the other decorations are executed 
with comparatively less attention does not nec-
essarily imply the collaboration of an assistant. 
Erzsébet Soltész convincingly ascribed the 
reduction in quality to a lack of time, pointing 
out the gradual diminution of complexity in the 
initials (sculptural imitation is omitted from fol. 
17r, although the letter constructed in imitation 
of openwork tracery still gives the illusion of 
three-dimensionality; later, however, the illumi-
nator only painted letters with two-dimensional 
ornamentation [Fig. 30]).118 The presence or 
absence of anatomical precision, which Soltész 
attempted to take as the basis for separating 
the work of the master and his apprentice, can-
not be used to distinguish between the hands 
either. The purported qualitative difference 
between the figures of the money exchanger and 
the goldsmith (Fig.  32), which Soltész gives as 
an example, is not so evident, for both figures 
have slumped shoulders and unnatural pos-
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Fig. 30. Initial ‘U’ / The Crossing of the Red Sea, Gradual of King Matthias, 1480s;  
Budapest, National Széchényi Library, Department of Manuscripts, Cod. lat. 424, fol. 17v
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tures. Inexpertly drawn anatomical details and 
postures are also to be found even in the best 
generally executed miniatures: in fol. 10r, for 
example, the neck and shoulders of the figure 
in the turban are joined somewhat awkwardly, 
while on the kneeling figure in the foreground, 
the arm pouring water is also poorly drawn. 
(Fig. 2) Within the Gradual, therefore, there is 
no stylistic split that would imply the division 
of the work, and the minor qualitative discrep-
ancies can be satisfactorily ascribed to external 
circumstances.
Among the works the illuminator made in 
Central Europe, it is perhaps only the reconcilia-
tion of the marginal decorations in the Gradual 
and on the miniature of Klosterneuburg that 
causes certain problems, although the similarity 
between the details of form, outlined above, does 
enable us to interpret the qualitative fluctuations 
within one œuvre. The reason for the differences 
may have been the lower prestige of the commis-
sion, the smaller amount of payment, or even the 
fact that the border in the precedent was of simi-
lar quality.
The attribution of the miniature of Kloster-
neuburg adds a further dimension to the question 
of where the Gradual was created, for it raises the 
possibility that the manuscript was painted by the 
Flemish illuminator not in Buda but in Vienna. 
It is also conceivable that the Flemish illumina-
tor brought the still unfinished manuscript with 
him from the Netherlands, and the Northern Ital-
ian-style miniature was added to the choir book 
later, when it was in Buda. In order to rule out 
the latter possibility, and to assess the matter of 
Buda versus Vienna, it is necessary to examine 
the script of the Gradual as well as the Northern 
Italian-style miniature.
THE SCRIPT
The precise definition of the script type used in 
the Gradual of King Matthias (scriptura gotica 
textualis formata rotunda) first appears in the 
1963 study by Kilián Szigeti, who also first used 
this as an argument for determining the place 
where the Gradual was made.119 The rotunda 
script is a southern, or more precisely, in the case 
of the Gradual, an Italian variant of the textualis. 
Its main characteristics are the rounded curves, 
which can be seen most clearly in the letters b, c, 
d, e, h, p, q and the round s. This roundedness 
results in the letters being concomitantly wider, as 
opposed to the verticality of the northern textua-
lis. The vertical stems – apart from in the script of 
university books, called littera bononiensis – are 
usually proportionately long, with ends that are 
undecorated or almost imperceptibly decorated. 
Similarly to textus praescissus, the stems and feet 
of the letters rest straight on the baseline – this 
concerns the vertical stems of the f and h, the first 
minim of the n and the first two minims of the 
m, and the straight r and s. Further features that 
distinguish the stems of this script from those 
of the northern variant are the omission of the 
artificial spurs and the rarity of decorative hair-
lines, which appear, at most, in the letters r and 
t. Among the individual letters, it is important to 
highlight the a and the d. The former consists of 
a single minim, and the almost triangular lobe is 
made up of a short diagonal stroke and a diago-
nal hairline in the opposite direction. Two types 
of letter d are used – the straight, Half-Uncial, 
and the Uncial d which has a shape that differs 
strikingly from the northern variant, with the 
shaft, which is generally rather short, connected 
horizontally to the lobe of the letter.120 All these 
features, without exception, are found in the 
script of the Gradual. Here, the calligraphy of the 
rotunda script is in its most meticulous and cer-
emonial form, the textualis formata, which was 
used from the mid-fifteenth century in liturgical 
books and in books of hours.121 The question 
concerns the extent to which the rotunda type 
facilitates a precise localisation.
While there is no doubt that this type of script 
was used primarily in southern parts of Europe 
(not only Italy, but also Spain and Southern 
France),122 by the end of the fifteenth century it 
had spread beyond these regions. Reasons for 
this included the distribution across all Europe 
of mostly legal manuscripts written in littera 
bo noniensis, the geographical proximity of Italy, 
the cultural, political and commercial ties, and 
the spread of printed books that used the rotunda 
script.123 Under these influences, it was also used 
at the end of the fifteenth and the beginning of 
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the sixteenth centuries to write books of hours 
and breviaries in, among other places, the Neth-
erlands. Several books of hours illustrated by the 
Master of the Dresden Prayer Book were writ-
ten in this script between the 1470s and the first 
decade of the sixteenth century,124 and the same 
script also appears in a few books of hours from 
the 1460s that are associated with the workshop 
of Willem Vrelant.125 Its use became even more 
common in the 1500s, such as in the prayer 
books illustrated by Simon Bening.126 Commis-
sions from Italy, Spain and Portugal would also 
have encouraged the use of this script: a signifi-
cant proportion of the manuscripts from this 
time whose provenance is known were made for 
clients from these parts of Europe.127
In the opinion of Derolez, scribes from 
the Netherlands tend to give away their ori-
gins through the angularity of their letters and 
through their use of spurs that were alien to the 
Italian rotunda script.128 It is of course also pos-
sible that Italian scribes were at work in the Neth-
erlands in the second half of the fifteenth cen-
tury. The only instance of this to which a name 
can be attached is that of Francesco Florio, who 
was present in Bruges between 1469 and 1474, 
and who probably originated from Arezzo.129 It 
would seem, however, that the main profile of 
this Italian scribe while he lived in Bruges was 
to make copies of works by classical authors, for 
which he employed a humanist script.130
Derolez refers to liturgical books in general 
as the “field” in which rotunda was used, but 
I have not yet come across this script type in any 
Flemish choir book, and it would appear that 
manuscripts for private devotion, such as books 
Fig. 31. Coats of Arms of King Matthias and Queen Beatrice of Aragon, detail of fig. 1
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of hours and breviaries, far more commonly fea-
tured the rotunda script. A contribution to this 
may have been played by a kind of conservatism 
and respect for tradition, which derived perhaps 
from the genre of the choir book, from the cli-
ents themselves, who consisted predominantly 
of monastic communities, abbeys and other 
ecclesiastical institutions, or perhaps from the 
scribes being monks.131 On this basis, it can be 
ascertained with certainty that while rotunda was 
known and used in the Netherlands, it was rarely 
handled with as much refinement and purity as 
it was in the Gradual, in addition to which choir 
books continued to use the northern, more angu-
lar textualis type, which implies that the Buda-
pest manuscript was probably not copied here.
From the end of the fifteenth century, a 
large proportion of the liturgical books made in 
Hungary, including choir books, were written in 
rotunda script, including the books of Domonkos 
Kálmáncsehi (d. 1501, Provost of Székesfehérvár, 
later Bishop of Oradea), the Pontifical of Bishop 
János (John) Filipec (1431–1509), the Vatican 
Missal of King Matthias, and, among choir books, 
the Buda Antiphonary, the Bakócz Gradual and 
the Franciscan Gradual of Lippa.132 Judging from 
the script alone, it is therefore not inconceivable 
that the Gradual of King Matthias was copied 
in Hungary. This was the view taken by Ki lián 
Szigeti in his publications of 1963 and 1969. In 
the first study, he attributed both the script and 
the musical notes to a Franciscan scribe, although 
in the later article he separated them, now assert-
ing that only the neumes were certainly the work 
of a Franciscan monk, and positing that the text 
of the choir book may have been copied by the 
same Martinus Antonius who signed his name 
in the Brussels Missal that was illustrated by 
Attavente.133 However, the basis on which Mar-
tinus Antonius is supposed to have operated in 
Buda, the expression in his signature that reads 
“exemplaribus satis fidis,” is extremely precari-
ous. It is far more likely that this is a trope-like 
turn of phrase, rather than an excuse given by the 
scribe for the quality of the models available in 
Buda, which in Szigeti’s opinion could never have 
occurred in Florence. Quite the contrary, because 
of the Florentine execution of the miniature deco-
ration, it is logical to localise the copying here as 
well. Albinia de la Mare also considered Martinus 
Antonius to be a scribe from Florence.134
Szigeti was, however, irrefutably correct in 
stating – as was later confirmed by the research 
of Janka Szendrei – that square musical nota-
tion was first used in Hungary by Franciscan 
and Dominican monks (examples include the 
Franciscan Gradual of Lippa, the Franciscan 
Antiphonary now in Güssing, and the Domini-
can Diurnal in Sighişoara).135 The conventional 
musical notation in the prestigious, ornamental 
choir books of the laity and royalty was a mix-
ture of Metz-Gothic and Hungarian, the use of 
which, in the opinion of Janka Szendrei, was 
led by humanist prelates and even King Mat-
thias himself.136 However, the examples that are 
put forward – the Bakócz Gradual, the Zalka 
Antiphonary, the Gradual of King Vladislav, 
and the Zagreb manuscripts of Osvát (Osvald) 
Thuz137 – do not entirely clarify what kind of 
role was played by Matthias, and as far as I am 
aware, this type of notation does not feature in 
any of the manuscripts belonging to Matthias. In 
the Vatican Missal that was illuminated in Buda, 
on the pages containing music, the musical notes 
were not inserted above the text of the Exultet 
(81v–86r). The fact that the use of square nota-
tion was restricted in Hungary to Franciscan (and 
Dominican) manuscripts was part of the reason 
why Kilián Szigeti put forward the idea that at 
least the musical notes were written into the 
Gradual in a Franciscan scriptorium.138 In the 
course of her research, however, Janka Szendrei 
came to the conclusion that, “judging by all the 
signs,” the Gradual must have been copied by a 
foreign master, or at least by one who had been 
trained abroad, because there is no other exam-
ple in Hungarian manuscripts of such a regular, 
stylised form of square musical notation.139
If there were any manuscripts copied in Hun-
gary whose script was close enough to the one 
used in the Gradual of King Matthias, this might 
warrant the conclusion that the Gradual was also 
copied in Hungary (comparisons can most ide-
ally be made with choir books whose script is of 
a similar size); as there are no such manuscripts, 
at least to the best of my present knowledge, it is 
worth considering the suggestion put forward by 
Janka Szendrei concerning a foreign master. The 
above outline of the use of rotunda script and 
the qualities of the lettering used in the Gradual 
would almost certainly narrow down the word 
“foreign” to mean “Italian.”
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The idea of a scribe of Italian origin may be 
supported by comparison with the script of a 
group of liturgical manuscripts from Lodi Cathe-
dral in Northern Italy. These choir books, which 
are presently distributed half and half between 
Lodi Municipal Library and the Pierpont Mor-
gan Library in New York, were given to the Cathe-
dral of San Bassano by Carlo Pallavicino, Bishop 
of Lodi, in 1495, although judging from their 
style, work on the manuscripts must have begun 
approximately two decades earlier.140 Four of the 
antiphonaries that are still in Lodi today, as well 
as the breviary, were worked on in the late 1470s 
(definitely before 1481) by Francesco da Castello, 
who was also active in Buda.141 The two Kyriale 
manuscripts now in New York were probably 
added to the series around 1496–97, and they 
were evidently copied and illustrated by different 
hands to those who had made the earlier pieces.142 
In her study of the scriptoria that worked for 
Carlo Pallavicino, Lisa Longhi, acknowledging 
that at this level of professionalism, in the absence 
of sources and signatures, it is extremely difficult 
to differentiate separate hands simply by “looking 
at them,” could only suggest hypotheses concern-
ing the scribes of the Lodi choir books. Because 
of the high standards applied in the scriptoria of 
the monasteries, Longhi posited that the manu-
Fig. 32. Initial ‘D’ / Court of King David, Gradual of King Matthias, 1480s;  
Budapest, National Széchényi Library, Department of Manuscripts, Cod. lat. 424, fol. 103r
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scripts were written in a monastic environment, 
and because of the prominent iconographic and 
liturgical role played in them by Saint Anthony 
the Abbot and by Saint Augustine, which is not 
derived from the Lodi liturgy, she attempted to 
connect the copying of this group of manuscripts 
with the scribes of the Congregazione Agostini-
ana dell’Osservanza della Lombardia.143
The relationship between the script of the 
Lodi choir books and the Gradual of King Mat-
thias is most noticeable in the calligraphic letters 
(Fig. 33), which often feature penwork decorations, 
and which, in the Budapest manuscript, tend to 
be located after the illuminated initials (although 
there are a few scattered exceptions, such as fol. 
2v). In the Lodi manuscripts, they occur more fre-
quently in other contexts as well. The question, 
however, concerns how generally widespread 
these solutions were, and how far the formation 
of these letters can be characterised according to 
region, scriptorium or individual scribe.
One of the most striking traits of the calli-
graphic lettering is the thin penwork decoration 
that recalls a “thorny berry”: the letters are sur-
rounded by small round loops, to each of which 
are connected three pointed triangles, all drawn 
with a single, dynamic line.144 This tiny decora-
tive component cannot be taken alone as a unique 
feature, however, as it appears in other Lombard 
choir books, such as on the frontispiece of an 
antiphonary made for the Convento degli Eremi-
tani di Sant’ Agostino in Cremona.145 Work on 
copying the sequence, which originally consisted 
of eight volumes, was completed in 1498 by the 
Augustinian friar Apollonio da Calvisano.146 The 
same type of decoration can be seen in a Lom-
bard antiphonary that is now kept in Budapest 
(National Széchényi Library, Cod. lat. 133, fol. 
30r). Stepping outside of Lombardy, but remain-
ing in Northern Italy, the same motif can be found 
in works from Ferrara, including a fragment dated 
to the 1470s that was sold at auction in Christie’s, 
and an excised leaf now in the Philadelphia Free 
Library, which is also dated to the third quarter 
of the fifteenth century.147 This decoration cannot 
even be regarded as specific to the region, because 
similar examples can also be found in Florence, 
appearing in choir books from Florence Cathedral 
that were made in the early sixteenth century.148 
There are of course discernible, though tiny differ-
ences in form among the examples given: in the 
Florentine works, there are small bumps between 
the thorns; in the other two Lombard examples 
and the one from Philadelphia, the thorns are 
more pointed and more densely distributed. In the 
Gradual and in the Lodi manuscripts, meanwhile, 
the lines leading from one triangle to the next are 
almost straight. Nevertheless, the prevalence of 
this type of decoration prevents any far-reaching 
conclusions from being drawn about the origin of 
the scribe, based on this information alone.
It is more fruitful to compare the shaping of 
the calligraphic letters themselves, although here 
too there are certain difficulties. Firstly, there are 
several variants of equal rank of particular letters 
in both the Gradual of King Matthias and the 
Lodi manuscripts, such as the letter i. Secondly, 
in several cases (with the letters e, a, m and u), 
the variants used by the scribe in the Gradual are 
simpler than those in the Lodi manuscripts. In 
Fig. 33. Initials, on the left from the Antiphonary of the Lodi 
Cathedral, New York, The Pierpont Morgan Library,  
ms. M.686, fols. 64v, 128r, and 179r  
(Photo: The Pierpont Morgan Library, New York), on the 
right from the Gradual of King Matthias, 1480s, Budapest, 
National Széchényi Library, Department of Manuscripts, 
Cod. lat. 424, fols. 33v, 17v, and 10r
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spite of this, several points of connection can be 
identified. Two of the multiple variants of the i 
can be seen both in the Lodi manuscripts and in 
the Gradual: the one whose stem recalls two inter-
twining ribbons, and the one built from a column 
of rhombuses and topped with a rounded loop.149 
There is also an almost stroke-by-stroke match 
between the shapes of the simpler variants of the 
letters x, m, a and u in Pallavicino’s manuscripts 
and in the Gradual, although in these cases, the 
simplicity makes them less specific, so they are 
less valuable as evidence in support of a direct 
relationship between the two scripts. A far better 
example is the more intricately and meticulously 
composed q on fol. 10r of the Gradual, which is 
closely related to the letters o, d, e and c in the 
Lodi manuscripts.150 Their common character-
istic is that the left of the curve of each letter is 
attached to a small rhombus, with the lower arc 
of the curve turning inwards, in a largish loop, 
towards the belly of the letter, while the upper, 
smaller arc is repeated on the inside with another 
parallel arc of the same shape. The space between 
the arcs is filled with a line drawn vertically 
down within the body of the letter, on which are 
arranged a tiny segment and two small triangles. 
In the Lodi manuscripts, this shape, together with 
its simplified variants, can be observed all the way 
through, but in the Gradual its only appearance 
in its full complexity is here, and later in the choir 
book it only returns in versions that have been 
simplified to a greater or lesser degree (either 
the small rhombus is omitted where the two arcs 
meet, or the space-filling elements are missing). 
With the letters o, c and e, meanwhile, there are 
many examples of completely modified shapes.
Another point of commonality between the 
two manuscripts can be found in the shape of the 
caesura marks that fill out the empty staves at the 
ends of certain units, where the scribe produces 
decorative patterns, that are composed from the 
square and rhomboid elements of the musical 
notation.151 (Fig. 30) While one of the choir books 
in Florence Cathedral also features such space-
filling decoration, it is in a different form.152
The significance of these similarities between 
the Gradual and the Lodi choir books can be 
understood by comparing them with the letters 
used in the San Sisto choir books. These were also 
made in Lombardy around the same time as the 
Lodi manuscripts (partly in the 1470s and partly in 
the 1480s), and Francesco da Castello also carried 
out some of the work on them. The calligraphic 
letters, however, are formed in a completely dif-
ferent way, and bear no resemblance at all to the 
Gradual nor to the Pallavicino manuscripts.153
A comparison of the calligraphic letters, 
then, shows that, while caution is still warranted 
with regard to what is local and what is indi-
vidual, the similarities between the Gradual and 
the Lodi manuscripts allow us to conclude that 
the Budapest manuscript was copied by a scribe 
of Northern Italian origin, who perhaps had an 
even closer connection with the scribe of the Lodi 
manuscripts. Whether the copying was executed 
in Buda or in Italy is a question that will have 
to remain unanswered until further information 
becomes available.
It is important to note that some parts of the 
text and musical notation are unfinished.154 The 
rubrics naming the feast days, and the instruc-
tions, are largely missing between fol. 95r and 
fol. 175v, the rubrics indicating the song type are 
absent between fol. 139r and, again, fol. 175v. 
At one point, the notation is also deficient: the 
neumes were not drawn in above the lyric in the 
first row of fol. 171v in quire 22. (Fig. 34) Further-
more, careful inspection of the rest of this page 
and of three others (fols. 172r-v, 175v) reveals 
that the neumes were written in by a different 
hand, with less refinement than in the rest of the 
manuscript. The marks at the end of each row 
are nowhere near rhomboid, the stems are negli-
gently drawn, the keys at the beginning of the rows 
are shaped differently, the notes are not straight, 
and the thin lines marking the two sides of their 
irregularly rectangular heads stick out at one or 
both ends. The text on these pages was written by 
the same hand as in the rest of the Gradual, and 
moreover, judging from the colour of the ink, it 
was written continuously, regardless of whether 
the notation was complete or incomplete. The 
lines of the staves were probably also all drawn at 
the same time. There is no way of explaining why 
the notation was left out of these particular pages, 
for they do not differ from the others either musi-
cally or codicologically. Although all four pages 
are in the same quire and fols. 171v–172v belong 
to the same, central bifolio, the neumes on the 
first page of this bifolio, fol. 171r, were written 
by the original hand. Meanwhile, fol. 175r is sur-
rounded only by completely finished pages, both 
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regarding the bifolia and the bound manuscript. 
It is difficult to ascertain when the neumes were 
added to the pages in question, but it seems as 
though the stems or heads of certain notes spill 
over onto the ornamental initials, while the last 
note in the last row of fol. 172r-en is missing one 
corner, probably in order to avoid covering up the 
letter B above it. If these observations hold true, 
the notes must have been added after the initials 
were illuminated, that is, after the decoration of 
the manuscript was completed. A further peculi-
arity of quire 22 is that it is the only place where 
the preliminary marks showing the place for the 
neumes, which were subsequently scratched out 
or painted over, are still visible. At present, it is 
hard to provide a satisfactory explanation for 
these unique features of quire 22, although it 
does seem logical to conclude that this was the 
last quire to be completed, because the part of 
the manuscript that follows directly is complete in 
every way, and from fol. 176r to the end, none of 
the rubrics are missing, and the penwork decora-
tions of the calligraphic letters are also present.
It is also possible that the state of incomple-
tion came about due to the unbound quires being 
transported from Italy to Hungary in haste, mean-
ing that the scribe was not around when the miss-
ing musical notation had to be supplemented. An 
example of an unilluminated manuscript from 
Italy being brought to Buda may be provided by 
the Cassian Corvina, now in Paris, which was 
copied by Pierre de Bordeaux in Naples, from 
where it was probably taken to Buda in 1484 by 
John of Aragon (d. 1485), Archbishop of Eszter-
gom and brother of Queen Beatrice.155 This is by 
no means the only possible scenario, of course, 
and the work may just as easily have been left 
uncompleted if the manuscript was copied in 
Buda. From this a further question emerges: how 
much new light can the possibility that the scribe 
came from North Italy cast on the only Northern 
Italian-style miniature in the Gradual?
Fig. 34. Unfinished notation, Gradual of King Matthias, 1480s,  
Budapest, National Széchényi Library, Department of Manuscripts, Cod. lat. 424, fol. 171v
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The miniature on fol. 7r of the Gradual, the 
scene of The Israelites Entering the Promised 
Land, together with the four smaller ornamen-
tal initials on fol. 1r, were separated by scholars 
from the other decorations in the manuscript at a 
very early stage of research by virtue of their style, 
and they were attributed to a master trained in 
Italy.156 (Fig. 35) In the absence of relevant stylis-
tic analogues, it is unfortunately not possible at 
present to localise the Italian origins more pre-
cisely than by indicating certain regions. Propos-
als and conclusions have come about primarily 
from the connection between the miniature and 
manuscript production in Buda.
Giovanni Antonio Cattaneo da Mediolano
Two illuminators from Northern Italy who 
worked in Buda are known to us by name: 
Francesco da Castello, who signed his name on 
the breviary of Domonkos Kálmáncsehi,157 and 
Giovanni Antonio Cattaneo da Mediolano. The 
style of The Israelites Entering the Promised 
Land – whose figures step daintily, almost like 
dancers, and in which the drapery has the tex-
ture of damp clothing, the pleats and folds are 
serpentine, and the faces are regular, with long, 
straight or slightly down-turned noses – can be 
clearly distinguished from the works of Francesco 
da Castello. It was therefore not by chance that, 
at an early stage of research, this miniature was 
associated with the only other Lombard illumi-
nator active in Buda whose name is known from 
the written sources: Giovanni Antonio Cattaneo 
da Mediolano. The Dominican friar arrived in 
Hungary in 1482 from a monastery in Ferrara, 
he was appointed Abbot of Madocsa; and in the 
ledger of accounts of 1495 of King Vladislav II, 
he is described as “illuminator librorum regio-
rum.”158 His activity as an illuminator of books 
– which was questioned by Csapodi, who inter-
preted the above phrase as illuminator of the 
“royal regesta” – was confirmed by the contracts 
published by Marubbi, which show that in 1473 
he accepted three apprentices into his workshop 
to learn the craft of illumination.159 The idea that 
he might have been the painter of the North Ital-
ian miniature in the Gradual was first proposed 
by Ilona Berkovits. The twin basis of this bold 
attribution was, on the one hand, the hooded 
figure standing on the far right of the leaf, who 
is portrayed frontally and who has the appear-
ance of a monk, whom Berkovits interpreted as a 
self-portrait of the illuminator, and on the other 
hand, the letter A that can be made out among 
the barely decipherable marks on the back of the 
banderole that winds around the arm of Joshua, 
which she deemed to be the monogram of mas-
ter “Antonius.”160 The figure in the cowl, who 
prompted the idea of a concealed self-portrait, is 
indeed not looking out at the viewer, but rather at 
the figure opposite him, who has his back to us. 
Hungarian researchers did not adopt this identi-
fication, although further – similarly unconvinc-
ing – ideas have appeared regarding the identity 
of the illuminator who was also the Abbot of 
Madocsa: Jolán Balogh, for instance, claimed 
that he may have been the Master of the Cas-
sian. Recently, however, the idea that Giovanni 
Antonio Cattaneo may have been the Northern 
Italian illuminator of the Gradual was revived by 
Mario Marubbi, though naturally without follow-
ing Berkovits’s far-fetched interpretation of the 
self-portrait and signature.161 In the absence of 
works that can be definitively attributed to Gio-
vanni Antonio Cattaneo, or of any detailed writ-
ten sources, this attribution must remain, for the 
present, a hypothesis.
The Link between Queen Beatrice’s Psalter  
and fol. 7r 
For many decades, researchers believed the 
Lombard miniature in the Gradual to be without 
analogies, and it is referred to as such in the 2003 
paper by Tünde Wehli and Mario Marubbi.162 
In 2010, however, Árpád Mikó managed to find 
certain initials that are stylistically very similar 
in Queen Beatrice’s Psalter, now kept in Wolfen-
büttel.163 (Fig. 36) The initials in the Psalter are 
linked to the miniature in the Gradual partly by 
the ornamental decoration, in particular the cor-
nucopia motif, from which clusters of green or 
blue leaves emerge, and partly because the fig-
ures are also similarly formed: the geometrically 
precise yet varied forms of the hats, the longish, 
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regular faces with their straight or only slightly 
curving, long noses, the sharply drawn lines of 
the eyelids and brows, and the softness of the 
beards, conveyed by the muddle of short, thin 
strokes of yellow or white. The affinities are fur-
ther enhanced by the domination of pure, cold 
blues and greens.164 Although Árpád Mikó, 
despite these similarities (but perhaps because of 
qualitative differences), refrained from equating 
the illuminator of the Gradual with the painter 
of the Northern Italian miniatures in the Psal-
ter, it may not be too much of a risk to attrib-
ute the works to the same master. This less strict 
approach to attribution, which ascribes minor 
discrepancies in quality to differences in size, 
importance and the available time, and which 
was applied by Jonathan J. G. Alexander in the 
case of Fran cesco da Castello,165 may, in my opin-
Fig. 35. Initial ‘I’ / The Israelites Entering the Promised Land, Gradual of King Matthias, 1480s;  
Budapest, National Széchényi Library, Department of Manuscripts, Cod. lat. 424, fol. 7r
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ion, be worth employing in this case as well. Com-
pared with the impressive size of the scene of The 
Israelites Entering the Promised Land (15×15 
cm), the initials in the Psalter measure no more 
than 2×2.5 cm, and the faces are approximately 
only half as large in the latter as they are in the 
Gradual miniature. The relatively lower qual-
ity of the initials in the Psalter may have arisen 
from their less prominent position in the internal 
hierarchy of the manuscript, which is immedi-
ately obvious when compared with the lavishly 
decorated frontispiece produced by the Floren-
tine Francesco Rosselli. Incidentally, it must not 
be forgotten how little chance there would have 
been of an illuminator from Italy settling in Buda 
with his own fully staffed workshop, or of another 
illuminator being able to learn his style of paint-
ing so accurately within a short period of time. 
All in all, the above information persuades me 
to assume that the miniature in the Gradual 
and the Northern Italian initials in the Psal-
ter were all probably made by the same hand.
At first sight, it would appear that the Psalter, 
which was copied by an Italian scribe and deco-
rated by Italian illuminators (from Florence or 
Northern Italy), does not provide us with a clear 
answer to the question of whether the scene of 
The Israelites Entering the Promised Land was 
painted into the Gradual, which was presumably 
also copied by a scribe who came from or had 
studied in Northern Italy, in Buda or elsewhere. 
To decide on this matter, it is necessary to make a 
brief detour into the circumstances under which 
the Psalter was made.166
The manuscript is the work of a Florentine 
scribe named Gundisalvus Hispanus, whose 
activity as a scribe very probably came to an end 
in 1478, when he was appointed Bishop of Barce-
lona.167 While there is no information to confirm 
his presence in Hungary, two other manuscripts 
illuminated in Buda can be attributed to him: 
the Munich Aristeas and the Plato Corvina in 
El Escorial.168 This suggests that he might have 
made a journey to Hungary.169 The frontispiece 
of the Psalter is attributed by Anna rosa Garzelli 
to Francesco de Rosselli and to the so-called Mas-
ter of the Medici Iliad. There is documentation to 
prove that the former illuminator worked in Hun-
gary, and his time in the country (1478/79–1481) 
even matches the presumed date when the manu-
script was decorated (1476–1481). In her paper 
of 2010, Edina Zsupán localised the place where 
the copying was carried out and the frontispiece 
was made to Florence, based on the collaboration 
of the Master of the Medici Iliad, although in the 
catalogue entry of 2013, she no longer rules out 
the possibility that the entire Psalter may have 
been produced in Buda.170 The binding of the 
manuscript was almost certainly made in Buda, 
as evidenced by the Buda type of fore-edge, and 
this is not contradicted by Anthony Hobson’s 
attribution of the binding to Felice Feliciano, for 
the humanist polymath may have been a mem-
ber of the delegation that accompanied John 
of Aragon on his visit to Buda in 1479.171 With 
regard to where the internal figural initials were 
made, the smaller initials and the larger, penwork 
letters at the start of the sentences may be of deci-
sive importance, for they are closely related to the 
Fig. 36. Initial ‘D’, Psalter of Queen Beatrcie of Aragon, 
1476–1481; Wolfenbüttel, Herzog August Bibliothek,  
Cod. Guelf. 39 Aug4˚, fol. 43r  
© Herzog August Bibliothek Wolfenbüttel  
http://diglib.hab.de/?db=mss&list=ms&id=39-aug-4f
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initials in the Kálmán csehi Breviary, as pointed 
out by Edina Zsupán, who thereby proved, with a 
high degree of probability, that the smaller initials 
were written into the manuscript in Buda.172 As 
these smaller initial letters were partially covered 
in several places by the figural, Northern Italian-
style initials,173 the latter must have been made at 
a later stage, and therefore also in Buda. (Fig. 36) 
The Northern Italian illuminator of the Psalter 
and the Gradual therefore worked (also) in Buda, 
and it can be reasonably posited that the scene of 
The Israelites Entering the Promised Land was 
painted into the choir book in Buda (although it 
cannot be entirely ruled out that the copying was 
carried out in Northern Italy, and that the partly 
illuminated manuscript was brought to Buda 
from there by the Italian illuminator.)
As already pointed out by Árpád Mikó, the 
attribution may also bring the date of the minia-
ture in the Gradual closer to the date of the Psal-
ter, probably around 1480 or slightly later, which 
is confirmed by the only date that can be associ-
ated with the Gradual, 1483, when the incunab-
ulum of Klosterneuburg was published.174 The 
date does not conflict with those of the Flemish 
works either. Still, the most certain range of dates 
is provided by the marriage of Matthias and Bea-
trice in 1476, which is designated as the terminus 
post quem by the twin coat of arms, and the dat-
ing of the Vatican Missal to 1488–1490, whose 
Calvary miniature (fol. 103v) directly copied the 
background of the Resurrection in the Gradual.175
With all credit to Árpád Mikó, using the 
help of the Psalter, it is therefore possible to 
link the production of the miniature on fol. 7r 
of the Gradual firmly to Buda. Localising the 
origins of the illuminator within Northern Ital-
ian manuscript painting of the period, however, 
will remain impossible unless and until suitable 
stylistic parallels can be found. Scholars are in 
agreement about the origin from Lombardy,176 
with some commentators narrowing this down to 
Milan, although this seems to be rather as a result 
of the city’s central importance or the influence 
of Berkovits’s hypothesis (that Giovanni Antonio 
Cattaneo da Mediolano came from Milan), rather 
than any specific analogues.177 Tünde Wehli puts 
forward Girolamo da Cremona as a possible sty-
listic parallel, referring to the shapes of the ini-
tials, the elegant poise of the hands and feet, and 
the capricious twists in the pleats. The similari-
ties are not strong enough, however, to warrant 
the assumption of any stronger connection with 
Girolamo da Cremona, and there are also some 
substantial differences: whereas Girolamo’s let-
ter stems tend to recall architectural elements, 
in the Gradual they take the form of balusters; 
Girolamo’s figures are sturdier and their faces 
are more rounded; and the folds of his draper-
ies run more closely together, like fluting, than 
the looser, more random pleating in the scene of 
The Israelites Entering the Promised Land. Let-
ter stems that are more closely reminiscent of 
those visible in the Gradual have been found in 
an antiphonary made by Pietro da Cemmo for 
the Augustinian monastery in Cremona, albeit 
in miniatures that were made some two decades 
later.178 Gyöngyi Török, in the catalogue for the 
King Matthias exhibition in 2008, deviates from 
the earlier assumption of Milanese training in 
favour of Bologna or Ferrara; in connection with 
the two Northern Italian illuminators who verifi-
ably worked in Hungary.179 Péter Farbaky also 
points out certain signs that refer to them having 
been active in Ferrara (the influence of the Fer-
rara style in the case of Francesco da Castello, 
and documentary references to Giovanni Anto-
nio Cattaneo), and raises the possibility that they 
may have arrived in Buda via Ferrara.180 On this 
basis, and taking into account the well-known 
mobility of Italian illuminators, it may be worth-
while pursuing investigations into the illuminator 
of the Northern Italian miniature in the Gradual 
not only within the narrower confines of Lom-
bardy, but also among the manuscripts from fur-
ther afield in Ferrara.
WHERE THE GRADUAL WAS MADE: BUDA VERSUS VIENNA
With regard to where the Gradual was made, it 
can be established that the choir book was cop-
ied by a scribe who had most probably studied in 
Northern Italy, and was illustrated by an illumi-
nator from Northern Italy who certainly passed 
through Buda, and a Flemish illuminator who 
definitely spent time in Vienna. With these fac-
tors in place, a number of different scenarios can 
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be drawn up for the creation of the manuscript, 
but first it is important to examine two further 
questions. Which of the illuminators – the Flem-
ish or the Italian – worked first on the manuscript 
(or did they perhaps work simultaneously)? Sec-
ondly, did the Flemish master also work in Buda?
In assessing the possible answers to the first 
question, it is important to emphasise that noth-
ing is known about the decoration in the lost first 
volume of the choir book. It is conceivable that it 
was partly, or even entirely, the work of the Ital-
ian master. Although it is far from conclusive, 
the fact that the scribe originated from Northern 
Italy may suggest that the decoration was initially 
entrusted to an illuminator from the same part of 
Europe. It is also possible that the copying was 
performed in Northern Italy, and that the illumi-
nator then brought the manuscript from there 
to Buda, either partly or entirely unilluminated. 
The possibility that the Italian master came first 
is hinted at by the Italianate letter and orna-
mental frame of one of the initials made by the 
Flemish master, which imitates pearls and jewels 
(fol. 54r),181 and which may have been inspired 
by the Northern Italian-style miniature (or minia-
tures) in the Gradual, for a similar kind of brooch 
was also added to the initial of fol. 7r.182 (Fig. 35) 
It is also true, however, that if the Flemish master 
did work in Buda, this motif would have been 
accessible to him in other Italian-style manu-
scripts as well.183 There is less likelihood of this 
if he worked on the Gradual in Vienna, however, 
without ever visiting Buda. If this is the case, then 
there is a higher probability that his miniatures 
were painted into the manuscript after those of 
the Italian master.184
After the miniature of Klosterneuburg was 
attributed to the Flemish illuminator, it was 
taken as granted by the literature that he passed 
through Buda,185 and attempts to demonstrate 
the master’s knowledge of Buda have been 
made by Joachim Verspohl and his student, Zita 
Ágota Pataki, using certain iconographic details, 
although these seem to be not entirely convinc-
ing.186 At first sight, the fact that it was commis-
sioned and owned by King Matthias would make 
Buda more likely than Vienna as the place where 
the Gradual was made, because the manuscripts 
that he did not commission from Italy were made 
in the capital of Hungary. It is true, of course, 
that a good decade earlier, in 1469, the missal 
that Matthias gave to a Franciscan monk named 
Tamás was decorated by the Lehrbüchermeister 
in Vienna, but in this case the illumination of the 
manuscript was arranged by the recipient of the 
gift, and not by the giver.187 Matthias, however, 
did have the opportunity to employ Viennese mas-
ters between 1485 and 1490, while the city was 
under his control, and the King did spend almost 
three quarters of his time here during that period. 
Although there is no direct evidence of Viennese 
craftsmen and traders sharing in the royal com-
missions, in addition to which it is known that 
Matthias’s court in Vienna was supplied in the 
main from Italy and Hungary,188 Vienna may 
have played a role of some kind in the expan-
sion of the Corvinian Library: in a letter dated 
16 September 1489, Bartolomeo Fonzio asked 
János Móré, the Master of the Royal Treasury to 
send him a list of the books copied in Vienna.189
There are no further traces of the illumina-
tor’s activity in Buda or in Vienna. The influ-
ence of the Gradual can of course be seen in the 
Vatican Missal made for Matthias in Buda in 
1488–90 (BAV Urb lat. 110): the city view in the 
background of the scene of the Crucifixion, with 
its onion domes, is an echo of the frontispiece of 
the choir book.190 For this, however, it is enough 
for the manuscript to have been present in Buda, 
even without the illuminator. There is also, at pre-
sent, almost no companion to the frontispiece of 
the incunabulum of Klosterneuburg to be found 
in Viennese miniature painting in the second half 
of the fifteenth century. There is no evidence that 
the style of the Master of the Gradual influenced 
any of the illuminators operating in Vienna at the 
time (Ulrich Schreier and his workshop, the Mas-
ter of the Breviary of Frederick III, the master 
of the Morandus Offizium, or, from the 1490s, 
the Master of the Wolfgang Missal).191 On the 
basis of our present knowledge, it is therefore 
not possible to decide with any certainty whether 
the Flemish illuminator, who demonstrably was 
present in Vienna, actually painted the Gradual 
in Vienna or in Buda. Following the investiga-
tion of the relationship between the Flemish and 
the Italian miniatures, however, it is possible to 
assert that, if the Flemish illuminator worked 
on the manuscript first, it is more likely that he 
did so in Buda, partly because the sources of the 
Italianate ornamentation on fol. 54r would have 
been more readily accessible in Buda, and partly 
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because the Northern Italian illuminator who 
completed the decoration also lived in Buda. If, 
on the other hand, the Flemish illuminator never 
visited Buda, and illuminated the manuscript in 
Vienna, then this would imply that the commis-
sion was given initially to the Northern Italian 
illuminator, and that the work was passed on 
to the Flemish master in Vienna at a later stage. 
For the moment, however, all these scenarios are 
purely hypothetical.
CONCLUSION
There are numerous open questions about the 
Gradual that are still waiting to be answered by 
further research. A more precise determination 
of where it was made, and a resolution of the 
dilemma of Vienna or Buda, may be approached 
more closely through a deeper understanding of 
the relationship between Vienna, King Matthias 
and the Corvinian Library. Also awaiting answers 
are the matters of the place occupied by the illu-
minator of the Italian miniature in Northern Ital-
ian manuscript painting and the codicological 
peculiarities of quire 22, while new attributions 
may cast further light on the inner relationships 
of the whole group of Flemish manuscripts. With 
regard to the latter, attention should be paid 
to a manuscript produced around 1495 which 
was given to Philip the Fair (1478–1506), whose 
miniatures, at least on the basis of the available 
reproductions, seem to be stylistically close to 
those in the Gradual.192
At the same time, a few significant questions 
have been resolved through consideration and 
analysis of attributions put forward in the foreign 
literature, and through an examination of the 
script, which was long neglected in the discourse 
on the place of creation. The relationship of style 
that could be demonstrated between the Master 
of the Turin Augustine and the works grouped 
around him has not only made it impossible to 
question that the illuminator of the Gradual stud-
ied in the Netherlands, but has also facilitated 
the localisation of his origins to the area around 
Tournai. At the same time, the creation of the 
Gradual of King Matthias is linked to the cities 
of Buda or perhaps Vienna not only by the Klos-
terneuburg miniature of Saint Leopold, but also 
by the script that is tentatively attributable to a 
Northern Italian scribe. The Northern Italian 
origin of the scribe also raised the realistic pos-
sibility that the Italian illuminator was the first to 
work on the decoration of the Gradual, and did 
not take part in the decoration later, supplement-
ing the part of the manuscript that had been left 
unfinished by the Flemish master.
These findings change the nature and direc-
tion of certain iconographical dilemmas, which 
played an important role in earlier research in 
determining the place where the Gradual was 
made. Instead of the work being produced or 
commissioned in France, another explanation 
must be sought for the presence of the fleur-de-lis 
on the king’s gown in fol. 10r and the drapery 
in fol. 37r. (Figs. 2–3) Is it possible that the sym-
bol was merely used as a general mark of royal 
rank,193 or did it have something to do with the fact 
that the illuminator came from Tournai, which 
belonged directly to the French crown, and there-
fore he immediately associated the social rank 
of a king with this particular ruler?194 Although 
this is still an open question, attempts to resolve 
this and other iconographical questions should 
now be approached from the now-certain context 
that the Gradual was made in Central Europe. 
A topic of iconography that this paper has not 
touched upon at all is also ripe for reconsidera-
tion, ever since the pioneering and still centrally 
important research of Erzsébet Soltész. In the 
light of the fleur-de-lis motif and its associations 
with the King of France, it is particularly appar-
ent that the pictures made by the Flemish illu-
minator are, apart from the coat of arms, almost 
completely devoid of any details that would refer 
directly to King Matthias. Contrasting examples 
may be provided, on the one hand, by the North-
ern Italian miniature in which a figure on the let-
ter stem, identified as the infant Hercules wres-
tling with serpents, has since the very beginning 
been associated by the literature with King Mat-
thias, and on the other hand, by the other liturgi-
cal manuscripts of King Matthias, in which the 
system of coats of arms, portraits and emblems 
serve as representations of his royal power.195 
Additionally, the question of an “iconographic 
programme” also requires further research. To 
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what extent do these miniatures – which have an 
iconography that is undoubtedly unique among 
the known illustrations of graduals – constitute 
a well-considered, coherent programme, or set 
of sub-programmes, as suggested by Erzsébet 
Soltész, and to what extent are the connections 
merely ad hoc, with the depictions no more than 
literal interpretations of the texts?196 Whatever 
the answers to these questions may be (or how-
ever the intellectual achievement represented by 
the cycle is determined), the extraordinary ico-
nography undeniably implies a certain degree of 
invention, and this raises the question of who this 
invention can be attributed to. When it comes to 
searching for possible iconographic precedents, 
and to evaluating the autonomous intellectual 
achievement expected of the illuminator, a good 
starting point may be provided by the group of 
Flemish works that formed the subject of the pre-
ceding discussion, and which, it is hoped, will be 
augmented with additional members as further 
research is carried out.197
CODICOLOGICAL DESCRIPTION
Graduale romanum, Proprium de tempore 
(From Holy Saturday until the 24th Sunday after 
Pentecost)
Budapest, Országos Széchényi Könyvtár 
(National Széchényi Library), Cod. lat. 424
Parchment, II, 201, I fols., 498×370 mm, Buda?, 
1476–1490
Layout: The manuscript consists of 25 quires, 
each of which is 8 folios, with a separate bound 
bifolio at the end of the manuscript. After fol. 74, 
one page has been cut out, and the present num-
bering does not take this page into account.198 
According to the rubric at the bottom of fol. 74v 
(feria. iiij), the missing page began with the songs 
of the liturgy for the Wednesday after Pentecost, 
with a miniature at the top of the recto. A start 
was also made on cutting out the following min-
iature (fol. 76v). The mutilation certainly took 
place before 1721, because the catalogue com-
piled in that year for the Hofbibliothek in Vienna 
by Giovanni Benedetto Gentilotti (1672–1725) 
already counts 201 folios.199
Ruling: The margins are each ruled with two 
vertical red lines, and the place for the text is 
ruled using brown ink. The text blocks measure 
385×237 mm. The borders of the miniatures are 
ruled with thin, very pale brown lines, to which 
the red music staves are aligned. The staves and 
notes were added after the lyric for the songs had 
been inscribed, for the red lines and the neumes 
sometimes cover the lettering. The borders sur-
rounding the spaces set aside for the liturgical 
instructions are also ruled with thin, pale brown 
lines, which must have been drawn at the same 
time as the borders of the miniatures, for all of 
them are aligned with the brown line of the row 
of script (see fol. 76v). The bolder horizontal lines 
for the liturgical instructions were ruled after the 
musical notes had been written in (see fol. 75v, 
where the notes exceed the stave, resulting in the 
text of the instructions having to be shifted fur-
ther to the right of the space originally allocated 
to it).
Script: Gothic Textura Rotunda in five rows 
per page, square notation on a four-line system. 
The main text was written in black ink, while 
the liturgical instructions were written in black 
or red ink. The feast days are named in rubrics, 
and the beginnings of each song are marked with 
an abbreviation of the type of song, written in red 
ink. The rubrics naming the feast days, together 
with the instructions, are absent between fol. 95r 
and fol. 175v (except for fol. 98v and fol. 118v), 
with the text to be written in marked in cursive 
from fol. 119r onwards. Between fol. 139r and 
fol. 175v, the rubrics indicating the song type are 
also absent, although this information is often 
included in smaller lettering. The notation is 
absent from the first row of fol. 171v, while on 
the rest of the page, as well as fol. 172 and fol. 
175v, the neumes have been written in a differ-
ent, coarser hand. Starting with the 4th row of 
fol. 169r and continuing until the middle of the 
2nd row of fol. 175v, unlike the other parts of 
the manuscript, the signs marked to indicate the 
place for the neumes, which were usually subse-
quently scratched away, can still be made out.200
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Illumination: On fol. 3r, the miniature is three 
rows in height, with border decoration that fills 
all four margins. Originally, a historiated initial 
was probably intended to go here, because the 
first letter of the word Resurrexi has visibly had 
to be squeezed in between the miniature and the 
letter e. The further 46 miniatures are historiated 
initials, two rows in height (measuring on aver-
age 155×165 mm), at the start of each feast day. 
The letters following these are calligraphically 
formed, and between fol. 7r and fol. 17v, and 
again between fol. 168r and fol. 197r, they were 
also given penwork decoration. The start of each 
song is marked by a smaller initial (35 mm high); 
the first four (fol. 1r) have Northern Italian-style 
letter-bodies consisting of coloured floral motifs 
on a gold-leaf base, while the others are either 
burgundy on blue or blue on burgundy initials, 
with white or gold filigree decoration. A pen-
drawn, black ink cross can be seen beside several 
of the miniatures, sometimes scratched away: see 
fols. 132r, 136v, 142r, 145v, 149r, 157r, 161r, 
165v, 168r, 180r, 193v. The function of these 
crosses is still unclear.
Binding: Brown leather, from 1755 (according to 
the inscription), with a gold imprint on the front 
middle of the Imperial Austrian coat of arms with 
the two-headed eagle, and the inscription: ‘E. A. 
B. C. V. / 17 G. L. B. V. S. B. 55’ (Ex Augusta 
Bibliotheca Caesarea Vindobonensis. Gerardus 
Liber Baro Van Svieten Bibliothecarius.)201 The 
gold inscription on a red base along the spine 
reads: ‘MISSAE / PRO DIEBUS / DOMINICIS’ 
// ‘COD. MS. / THEOLOG. / N. XVIII. / OL. S. 
N.’ The Austrian coat of arms appears again on 
the back. The edges on all three sides are gilded.
Provenance: Within the decorative frame of fol. 
3r, an angel is holding the coat of arms of Matthias 
and the House of Aragon placed on two separate 
shields, so the manuscript was probably commis-
sioned jointly by the royal couple, and may have 
been in use in the chapel of Buda Castle.202 The 
manuscript appears in the catalogue produced 
by Giovanni Benedetto Gentilotti in 1721 (ÖNB 
Cod. Ser. n. 2207, fols. 10v–11r), by which time 
it was in the Hofbibliothek in Vienna. After the 
dissolution of the Austro-Hungarian Monarchy, 
and in accordance with the terms of a bilateral 
agreement on the distribution of cultural assets 
between Austria and Hungary, which was signed 
in Venice in 1932, the manuscript was transferred 
in 1933 to the library of the Hungarian National 
Museum, the legal predecessor to today’s National 
Széchényi Library. The stamps and marks of 
these libraries can be found on the flyleaves of the 
manuscript. ÖNB mark: Cod. 1769, with, in red, 
an earlier assignation: VI. A. 18.203
On its way between Buda and Vienna, the 
manuscript may have made a detour to Württem-
berg.204 In the study he wrote on the fate of the 
libraries of Württemberg, Klaus Schreiner cites 
a list of the books transferred to Vienna from 
the library of the Duke of Württemberg after the 
Battle of Nördlingen in 1634, which mentions a 
very elegant “Missale secundum usum Ecclesiae 
Catholicae in chorali,” decorated with fine min-
iatures, that originated from the library of King 
Matthias.205 Schreiner managed to identify this 
with an item in the Gesamtkatalog of 1652 of 
Ferdinand III, King of Hungary (1608–1657) 
and Holy Roman Emperor, where the manu-
script is listed as “Rituale et Graduale Musicum 
Romanum,” although there is no reference to its 
provenance.206 Csaba Csapodi used these listings 
to identify the manuscript as the Gradual of King 
Matthias.207 This may seem plausible, because 
there is no other choir book among the Corvinian 
manuscripts which are still kept in Vienna today, 
or which were transferred to Budapest; nor is there 
any other liturgical manuscript, which implies 
that, notwithstanding the fact that the unusual 
expression “missale in chorali” may initially give 
cause for doubt, the descriptions only match the 
Gradual of King Matthias. Any signs of its earlier 
history, if there were any, were probably removed 
when the volume was rebound in 1755.208 Con-
cerning how the manuscript ended up in Würt-
temberg, Schreiner describes a potential sce-
nario, in which two theologians from Tübingen, 
Stephan Gerlach (1546–1612) and Salomon 
Schweigger (1551–1622), were on legation to 
Constantinople in 1573–1575, suggesting that 
the choir book was taken to the Ottoman capital, 
together with other Corvinian manuscripts, after 
the occupation of Buda.209 In the absence of cor-
roborating source data, however, this suggestion 
remains merely hypothetical. It is worth noting 
that one of the Ficino Corvinian manuscripts in 
Wolfenbüttel (HAB Cod. 12 Aug. 4°) was given to 
Augustus II, Duke of Braunschweig-Wolfenbüttel 
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(1579–1666) by Thomas Lansius (1577–1657), a 
professor at Tübingen University.
There is no way of knowing how the manu-
script was taken from Buda. The Gradual can-
not be definitively identified with the object 
described in the inventory of goods taken by 
Queen Mary from the royal chapel in Buda to 
Bratislava (Po zsony) in 1530, even taking into 
account the text cited by Csapodi, which refers to 
“Quatuor libri in pergameno in latis voluminibus 
cantules pro choro,” which Emperor Maximilian 
II ordered to be brought to Vienna in 1569.210 
The question is how to reconcile the journey 
made from Buda to Vienna via Bratislava with 
the transportation of the manuscript from Würt-
temberg to Vienna, even though the latter took 
place decades later.
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then to Vienna, see: luDikoVá 2005, 130–131. The inventory 
of 1530 is cited in: knauz 1862, 10–16 (item 16).
